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The Sculptural Art of Hampi (Vijayanagara) 
covering the period from A.D. 1336 to 1565 is dealt herewith 
at length under divisions such as Saiva, Vaishnava, Jaina 


and Minor Divinities. 


The Vijayanagara emperors and many of their 
feuadatories were not only learned persons and patzxons of 
scholars but also were tolerant in their religious outlook. 
That is why sculptures of different schools of thought 
flourished within their empire, The main influencing 
factor, as usual, was religion. Therefore, it is essential 
to specify the different religious, influences which are 
reflected in the sculptural representations, Saivism, 
Vaishnavism and Jainism were the main faiths that prevalied 
in Hampi (Vijayanagara) and they influenced haus artistic 
and religious activities and achievements. The rulers 
adopted generally an attitude of compromise and insisted 
on peaceful living by the various sections and this spirit 


paved the way to the revival of their art. 


“~ 


Hampi was one of the important centres of 


Saivism much earlier than the founding of the Vijayanagara 


= 002 


empire. The inscription of AU. 1347 of Vira Marappa 
Vodeyar commences with the obeisance made to Virupaksha 
(Siva) and also to Sambhu and the Varaha avatara of 

Vishnu Me Bukka I, the other early rulers of Vijayanagara 
empire was also similarly tolerant and he effected a 
notable compromise between the Jainas and the Vaishnavas 
in A.D. 1368, which reveal his characterstic toleration 2 
A similar tendency of Harihara II can be seen in many of 
his epigraphs. He permitted the Jainas alsa to live in 
peace and he allowed his commander-in=chief, Iruguppa 
Dandanayaka, to build a Jaina temple (Basati) at Hampi 2 
Emperor Krishnadevaraya, though personally was in favour 
of Vaishnavism, respected all other sects and religions. 
He lavished munificent gifts to Saiva, Vaishnava and 


Jaina shrines . and even took interest in Christianity 2 


The usurper Vira Narasimha in A.D. 1506 made 
gifts to the temple of god Virupaksha at Hampi as well as 
at Tirupati and Srirangam e In A.D. 1534, Achyutaraya, 
whe was a Vaishnavite, gifted some land to two Vaishnava 
Brahmanas who recited a purana in the Vitthalaswamy temple 
at Hampi oe He named his son as Venkatadri because he 
was believed to have been born by the grace of god Venkatesa 


of Tirupati ae Sadasivaraya slowly began to lean towards 


Vaishnavism, making several gifts to Vaishnava shrines 


9 


and granted many villages to Ramanuja's followers ~, 


Jainism was another religion which influenced 
the Vijayanagara art. Jainism prevalied at Hampi and 
its neighbourhood from quite sarly times, even before the 
founding of the Vijayanagara kingdom, An inscription of 
Harihara I, refers to Candraprabha as the head priest of 
a Jaina Chaityalaya i. Baicappa, minister under Bukka I, 


was a Jaina "1 and his son Iruguppa was also a Jaina, who 


made a donation to a Jaina temple (Basati) near Kanchi 120 
Devaraya I, had a Jaina queen called Bhimi Devi, 
a disciple of Panditacarya, a Jaina teacher. Devaraya IJ, 
was equally tolerant towards Jainism. During his time, 
A.D. 1431, he ordered that one kolaga of paddy on every 
bullock load, brought by the Settis of Basrur from other 
places to Barakuru be granted for the benefit of Jaina 
basati : of the place. During the time of Virupaksha 
in A.D. 1472, many nobles built the Parsvanatha Tirthankar 
Chaityalaya at the places like Uduvani, Denamula Sime ce 
During the time of Sadasivaraya in A.D. 1545, Ramaraj, a 


Jaina, granted some lands to a Jaina temple nee for the 


merit of his father. 
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‘Above are only a few epigraphical evidences 
which show that the Vijayanagara rulers and their feuae- 
datories were greatly tolerant towards all the religions 
and allowed the construction of temples in the capital, 
Hampi~Vijayanagara and also at the other places throughout 


their empire. 


The Vijayanagara sculptors towering the line 
of their rulers came to develop their own style of 
sculptural art which included icons or deities, Saivite, 
Vaishnavite and Jaina but closely following the rules 


laid down in the Agamas and Silpasastras. 
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Hampi, now a small village issituated 
(Lat. 45°~20' N and Long. 70°-30' E) on the southern 


bank of the river Tungabhadra, in Hospet Taluk of 


Bellary Listrict of Karnataka tee The word Hampe or 


Hampi is generally held to be a later Kannada form of 


the ancaent term Pampa. During the mediaeval period, 


17 


Hampi was also known as Pampakshelra » Bhaskara= 


19 20 


kshetra ae Panpa-Tartha » Virupaksna-Kshetra 9 


Kishkinda-Kshetra mA ( of the Ramayana fame), Pampa ae 
and so on. References of the site in inscriptions, 
copper plate grants and literary works are numerous. 

A poetical account describes that ' its rampart was 
Hemakuta, its moat the auspicious Tungabhadra, its 
guardian the world nrotector Varupaksha, ats ruler 


the great king of kings, Haraihara '! eu 


BONO POR OON.S 


(a) ANE GUND I 


The ancient historical town and fortress of 
Anegundi a which formed the northern outpost af 
Vijayanagara, is siluated on the northern bank of the 
river Tungabhaura, north-east of Hampi. According to 
Domango Paes, a Portuguese chroncler who visited the 
city in A.D. 1520 during the time of kang Krishnadevaraya, 
says that ' on the northern side are rocky hills, a river 
runs between them and on the further side is a city called 
Nagumdyam, that is, Anegundi ! oa The place can be 


reached from Talarigatta by crossing the river by means of 


round basket-boats samalar to croacles. The civil 

{ 
buildings at Anegundi include that which generally 
known as the 'Gagqan Mahal! which may have been conste 


ructed by the descendants of the Rajas of Anegundi 


after the battle of Talikota, that is, Rakkasa~Tangadi. 


e 


(b) KAMALAPURA 


The village of Kamalapura south of Hampi, 
was also called by this name from atleast A.D. 1531, 
according to an inscription engraved on a granite 
boulder and seen even now every near the present 
Archaeological Survey of India Museum building a 
Anather inscription of the year A.D. 1541 a mentions 


thas village Kamalapura and also refers to the bag 


tank of this village, 


Kamalapura contains the remnants of an old 
Hindu fort wath large circular bastions, one each at the 
four corners and another within the fort, the corner 
bastions have almost disappeared now. Flankang the 
entrance doorway of the fort are two large and fine 
bas reliefs of Gandabherunda, an ‘emblem characterstic 
of the early Vijayanagara period oor The Nagaresvara 
temple wathin the fort is noteworthy for its finely ‘ 


carved wooden screen. The village contains a number of 


small temples, many of whach are in worship. 


(c) KAD IRAMAPURA 


Kadiramapura, now a small village on the Hospet= 


Hampi road, once formed part of the metropolis of Vijayanag 


Near this village are seen the remnants of a group of 
Muslim tombs, important among which are two structures, 
one with a large and square roofless building and the 
other with a small dome. These structures resemble the 
Bahmani tombs of Gulburga. On the grounds of style they 
may be assagned to the 14th-i5th,centuary. The absence 
of epigraphs, any other historical records or traditions 
make it dafficult to give these structure a definite date. 
We do know that the Vijayanagara rulers had a good number 
of Muslams in their employ in various ranks and a portion 
of the city whach was inhabited by the Muslams was known 


as the ' Moorish Quarters ! 9 


(d) MALAPANA GUDI 


This vallage is situated on the way to Hospet 
from Hampi. On the outskirts of the village, there is a 
large stone well on the raght hand side of the road, which | 
is known as ' Sooli Bavi ' in the local Kannada language 
which means a well of a dancang girl. The inscription on 
available nearby states in clear terms as ' Malige-kupa= 

Le eeunmannemnnenamadtananaanamnnens ames ed 

arama ', that is, ' wellecumshouse with a roof ', The 


well is octoganal in plan and it has roofed passage all 


around with arched openings towards the water. 


The Mallikarjuna temple in the village is 
under worship. The temple was either fortified or abutted 
some fortification lines in former days. Large round 


bastions are seen now along the enclesing walls of the 


temple on two sides. The major portion of the extant 
structures appear to date from Vijayanagara days. The 
temple itself may perhaps have exasted from earlicr 

times as may be judged from a number of images in archaic 


style in this temple ot 
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(e) ANANTASAYANA GUD I 


This village is 1.6 kilometers away from Hospet 
and it is noted for the massive sikhara of the valuted 
type of a temple. According to an inscraption ae), dated 
A.D. 15924, ' this part af the town was known as ' Sale= 
Tirumala-Maharayapuram ', It was apparently named after 
the only son of Krishnadevarava, who died when he was a 
minor and wathout succeeding to the throne. Krishnadevaraya 
built the above temple for the god Anantasayana (Vishnu 
in reclining posture), granted a number of villages for 
its upkeep and appointed priests of the Vaikhanasa sect 
for the conduct of worship. From other epigraphs also it 
is clear that the temple continued to be under worship, 


atleast till A.D. 1549, in the tame of Sadasivaraya 28 


(f) NAGE NA HALLI 


The village Nagenahalli is situated slightly 
north of Ananlasayana Gudi. This vallage has been adenti- 
fied with the township known as Nagaladevipura, named 
after oe mother of Krashnadevaraya. An inscraption aa 
seen an the Ranganatha temple in this village states in 


clear terns that Ranganatha Dikshita, on Saka 1438 Dhatu, 


e 
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Karteek Suddha 13 Adivara ( corresponding to Sunday, 

sll asia Nie eee ci chee penis 

November 9th, of A.D. 1516 } received this village 

from the king KrishnadeVaraya for the merit of the king's 


mother Nagaladevi. 


Thereafter, the same Ranganatha Dikshita 
constructed a Siva temple and named as Nagesvara and a 
Vishnu temple known as Nagendra Sayana and then made some 
grants, Thas township was declared as Nagaladeviepura- 
vemba Agrahara, that is, a township named after Nagaladevi 


and donaled to the Brahmins with certain previleges. 


(g) HOsS (Poe. T 


The present town of Hospet, 13 kilometers 
South-west of Hampi was not only a suburb but also the 
entrance gate to Vajayanagara for all visitors coming 
from Goa and the west. The township around the present 
Sannakki Veerabhadraswamy temple was known as Tirumaladevi 
Pattana, most likely after Tirumaladevi, one of the consorts 
of Krishnadevaraya., In this connection an inscription om, 
seen very near the Assistant Commassioner's Office of 
Hospet, may be taken into account whach mentions some 
grants made to the temple of Tiruvengalanatha of Tirumala- 
devits town. Another inscription 20 seen in the above 
Sannakki Veerabhadraswamy temple of Heapee, mentions some 
grants made by Kampadeva-arasa to the temple of Sri 
Gourisvara Uevaru of Tirumaladevi Ammanavara Pattana, 
which indacates lhat originally this temple must have been 
dedicated to gad Gourisvara which was the popular one with 


the business community. 
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It is interesting to note that these two 
inscriptions make reference ta the trading communities 
' Setti Pattanada Swamigalu ' of Tirumaladevi Pattana. 
Varadarajammana Pattana, and Krishnapura, and the inscri- 
ptions are found in Hospet even now a business place, 
All these inscriptaons support and suggest that the 
present Hospet must have been a big and busy business 
centre in these days and earned this name to the modern 


township of Hosnet, subsequently. 
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SOURCES 
(a). TR A DoT Tr Oa Ae 


The lLraditional names of Hampi are well known 
both before, after and even during the Vijayanagara days. 
Hampi was known an Pampa=Kshetra, Bhaskar=Kshetra, Pampa= 
Tirtha, Varupaksha-Mahakshetra and so on, as already 


detailed above. 


Hampi, once forming part of the Vijayanagara 
city, is a hallowed resort, being surrounded by hills of 
Puranic fame, and situated close to the perennial water 
flow in the river Tungabhadra. Places like Hemakuta hill, 
Pampasaras where Parvati did penance ta win the hands of 
Siva, Rishamukha=Asharama, the abode of AD ees the 
Ashrama of Matangarisni, and tne cave dwelling of Sabari, 
as mentaoned in the Skanda Purana and the Ramayana 37 
and were all saad to have been here and are tradataiaonally 
identified by the local people even now. An inscription 
seen near Hemakuta, while mentioning the consecreation of 
Ganesa (Mahagananatha) by the manister Lakshmana or 
Lakkana Dandesa refers to Hampi aS Pampapura and also as 
Pampa-Kshetra. In the neighbourhood of thas Pamoa= 
Kshetra, the Vijayanagara city was founded by the king 
Harihara of the Sangama dynasty, under the traditionally 
Claimed guidance of Vadyaranya, in Salivahana Saka Year 
1258, Dhkatu, Vaishaka Suddha 7 Sunday, the Maghanakshatra 39 


This date is confirmed by Virupaksha Pandita, the author 


of Channabasava Purana in his literary work 7 of the 


16th,centuaryv. And the city named as Vadyanagara ot 


in honour of the sage Vidyaranya who is believed to 

have helped them in this venture and in due course it 
came tuo be called Vijayanagara. How8ver, the city was 
called by both the names samultaneiously as testified 


, ‘ 42 
by numerous inscriptions . 


(b) LITERARY 


Even before the founding of Vijayanagara and 
its empire around A.D. 1336, we get abundant literary 
evidences which deal with this place, Hampi and its 
institutions like the Virupaksha temple, Durga temple, 
mathas and others. A large number of such works written 
in Sanskrit and Kannada serve useful purposes. The most 
important ones of this period, 12th-13th centuary, are 
the works of writers like Harihara, Raghavanka, Kereya 
Padmarasa a to mentzon only the important ones. All 
these writers mention in their works, Hampi by its name 
and. also the main deity of the place, Virupaksha, quite 
frequently. Particularly Harahara mentions his patron 
god Pampa-Virupaksha, in various ways and in countless 
forms giving expression lo his deep devation which he 
vowed to his patron deity, One of has works 'the raksha' 
has 101 stanzas every one of which ends with Pampapura= 
darasa Virupaksha Rakshipudennam ('let god Virupaksha 
the Lord’of Pampapura protect me'). The same Harihara 
mentions that his ceacher was one Hampeya Mayideva. 
Further, he mentions two more teachers of the same 


institutions as Hampeya Madiraja and Hampeya Sankaradeva os 


7 N13 


Harihara was such an ardent devotce of Virupaksha 

of Hamp2 that he claimed to be the son of god Virupaksha, 
(Paramandandabhi Pampapuradarasa Virupaksha Sakshat= 
putran 27 hc, Before finally settling at Hampi, he was 
employed in the court of Hoysala king Ballala II, 
(A.D. 1173-17220) of Dvarasamudra ae now known as Halebid, 
in Hassan Dastract of Karnataka, which he left as per the 
legend popularly known wee Harahara lived a saintly life 
pursuing his literary activataes at Hampi till his end 


in the early 13th centuary, A.D. 


When we come to the Vijayanagara period, there 
was alround development includang literature which was 
patronised laberally by the rulers and their officers. 
Madhuravijayam is an outstanding historical poem of the 
14th centuary, written by Gangadevi, wife of Bukka 1; 
son of Kampana. This work furnishes farst hand infor= 
mataon about the southern expedation of this Vijayanagara 
prince. It graphacally describes the condition in the 
Qouth after its eonguest by the Muslims and narrates the 


conquest of Madura and the defeat of its Muslim rulers ao 


The Rayavachakinu of the 16th centuary, officers 
a vivid account of the campaigns of Krishnadevaraya in 
all colourful detaals, The subsequent works like 
Achyutabhyudayam and Varadambikaparinayam both in Sanskrit, 
furnish interesting delails about Achyutaraya, his pre- 


‘ i : 49 
decessors, his exploits and coronation . 


Another Kannada writer Virupaksha Pandita a 


who laved at Vijayanagara during the 16th centuary, 
completed his monumental work 'Channabasava Purana’ 
in Kannada in A.D. 1585, 20 years after the battle of 
Rakkasa=-Tangadi, popularly known as 'Talikota' mk 

This throws good light on the politacal, religious, 
social, economical and other aspects of contemporary 
activaties, The details mentioned here are to be regarded 
as those of an eye witness's account since he lived at 


that time, of course, some margin for noetic exagger=- 


ation is to be allowed. 


(c) EPIGRAPHICAL EVIDENCES 


Similarly there is abundant epigraphical 
materzal like anscriptions which deals with Hampi and 
erection of temples, construction of mandapas as additions 
to the temples, bualding of gopuwvas and consecration of 
amages. Most of the records are related to Saiva and 
Vaishnava Faith whale few are connected with Jaina. 

A large number of anscriptions of Vijayanagara period 
are found at Hampi and in South India. At Hampi atself 
more than 65 inscriptions are found, These inscriptions 
help an dating the temples and their renovated parts and 
the additions, These records are engraved in different 
scripts and languages that is, in Kannada, Telugu and 


Sanskrit. 


It is interesting to note that the god Virupaksha 


was tutelary deity of the Vijayanagara rulers and all 


their copper plate records with the sign manual 

'Sri Virupaksha! atleast till A.D. 1570 ae Most of 

of these records start with a mere abeisance to a deity 
like "Salutation to Varupaksha", "Salutation to Ganapati" 
and "Salutation to Virabhadra" a8: "Salutation to Sri 


54 4 
’ 


Vitthala and Sri Tiruvengalanatha" Ganagitti 


57 


6 ‘ 
Jinalaya invoke Jina" 24 and invoke Siva ? and Vishnu 6 


The earliest records of the Sangamas mentioning 
the construction of a Chaytyalaya for Kunthu Jinanatha 
by Iruguppa Dandanayaka, a general of Harihara II see 
This significent record mentions the only known basati 
for Kunthinatha, the 17th Tirthankara, an South Inda&a. 
This basati was built by general Iruguppa, the greatest 
devout Jaina patrons during the Vajayanagara rule. He 
was also associated with the wainma other Jaina centres 
like Sravana Belgola and Tiruparutti Kunaram a2, Another 
record found in a ruined Jaina basati behind the Elephant 
Stables related to the erection of the Parsvanatha basati 
in the Pansupari Bazaar, on the order of the King 


Devaraya Il an A.D. 1420 ©, 


A record of Mallikarjuna's period refers to the 
construction of a Anjaneya (Hanuman) temp}e by a Sirangu, 
the cauri bearer of king Mallikarjuna. Thas temple is 
situated to the south of Mula Vairupaksha temple, that is, 
Underground Siva temple at Hampi. The portrait sculptures 
of the en hallikarjuna and Sirangu holding a cauri and 
shown in anjali posture are engraved on eather sade of 
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the sanctum doorway r 
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An inscription near the main gopura of the 
Virupaksha temple at Hampi, refer construction of 


rangamandapa, gopura and renovation of Hiri gopura to 


commemorate the coronation of Krishnadevaraya in 
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A.D, 1509 . The rangamandapa referred to is the present 
Open pillared hall infront of navaranga oa It consists 


of thirty eight pillars all carved with fagure sculptures. 
Another inscraption of Krishnadevaraya dated A.D. 1516 
found in the Balakrishna temple known as Krishnaswamy 
temple mentions its construction and the consecration 


of the image of Balakrishna by the king a 


Two inscriptions found in the Vitthalaswamy 
temple mentaon the construction of gopuras by the two 
queens of Krishnadevaraya, Chinnadevi and Tirumaladevi 
in A.D. 1513 a, Another inscription pe dated A.D. 1516-17, 
referring to the construction of a hundred pillared 


{ 
mandapa as an addition to the Vifthalaswamy temple. 
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An inscription near Lakshmi-Narasimha J 
refers to its creation by the kang Krishnadevaraya and 
its consecration by a priest named Arya Krishna Bhatta, 
in A.D. 1528. Thas inscription refer to the Lakshmi- 
Narasimha sculpture, though it 1s popularly known as 
Ugra Narasimha at Hampi. It is unfortunate that this 
huge sculpture was destroyed by the invading armies of 
the Muslims an A.D. 1565. An inscription pe engraved 
on the jJeft sade of the north gopura of the Achyutaraya 


temple dated A.D. 1534, mentions the consecreation of 


alee Hi? 


god Tiruvengalanatha by Mahamandalesvara Hiriya Tixrumalaraja 
Vodaya. This inscraption refers to the construction 


and the consecreation of the Achyutaraya temple at Hampi. 
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An inscription found an the Vitthalaswamy 
temple refers to the construction of the images of the 
Alvaras including Tarukachinambi Alvar in A.U. 1534 by 
Gandhada Tippisetti, during the time of Achyutaraya. He 
also made a grant of gold for worshipping the Alvaras. 
Another inscription a of Achyutaraya's period, refers 
the construction of the temple of Ranganatha, near the 


Penugonda Gateway, by Timmaraja son of Hariya Abbaraja 


an A.D. 1541. 


An inscription ” dated AU. 1585 in the 
Uddana Virbhadra temple at Hampi, refers to the construe 
ction of the temple of Mudu Viranna by Dalavayi Jangamayya 
He was a devout Virasaiva, This temple is commonly known 
as Uddana Virabhadra temple,afterm the tall Virabhadra 


image in the sanctum. 


t 


An inscription ie dated in Aww. 1556 an the 
Vitthalaswamy temple complex, at Hampi, refers the 
construction of a shrine for Tirumangi Alvar by Maha= 


mandalesvara Avubhalarju. 


It is a well known fact that during the 
Vijayanagara period, inscriptional recording gained = so 
much momentum ana popularaty that there is hardly a 
village or town in the whole of South India which does 


not have an epigraphic record of this period. 
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(d) EXPLORATORY 


Hampi and its neighbourhood which later formed 
Vijgayanagara caty had its history right from pre-historic 
days. The compiler of Bellary District Gazyettcer wrote 
in 1916 '....... if legendary hastory and local tradition 
can be creditea, there was a town on this site (Hampi) 
many centuries before the kings of Vijayanagara selected 
it for their capital ! ie. Infact the pre-Vijayanagara 
history of thas placed played quate an influential role 


and paved the way for the foundation and expansion of 


Vijayanagara Empire. 


Hampi can be saad to have been amportant centre 
of religious activaties during the time of Asoka ts 
though we are yet to get evidences directly bearing on 
this point. But the location of a series of Asokan 
edicts ts, at places like Koppal, Maski, Nittur ue 
Udegalam ae Siddapur, Jatinga Ramesvara, Drahmagiri, 
Sannathi are andicative of the above, since all these 
places are within a radious of about a 100 kilometers 
wath Hampi at the oe But decidedly Hampi was a 
place of Buddhist activities ain the 1st-2nd centuries,A.U. 
as teslified by green lime stone archatectural pieces 
ana one fragmentary Brahmi inscraption found at Hampi. 

All these have come to light during the excavations 


conducted by the Archaeologacal Survey of India, recently 


at Hampi ia 


Next amportant phase in which Hampi attracted 


the Jainas and became a popular Jain centre commencing 


from the Sth centuries A.b. The style of temple 
architecture of Hemakuta of Hampi generally popular 
with the Jains ccntinued to be patronised upto the end 


of 14th centuary 4.0, at this place va 


In course of the time and due to various factors, 
Hampa2 came to be a centre for the Hindus and Hindusinm, 
which gained prominence and dominated, ultimately resulting 
in the founding of the great Vijayanagara empire. And 
this empire proved a bull-work for Handusim against the 
then expanding relagious and polatacal authority of 


the Islam. 
(ec) FOREIGN TRAVELLERS! ACCOUNTS 


Quite a good deal of hastnrical material can be 
culled out from the wratings of foreigners who collected 
information about the Vijayanagaracity from the contem=- 
porary sources or by themselves when they paad visit to 
_it as travellers, traders or envoys and recorded their 
observations and experiences, 

' That the eye has not seen nor the car heard 
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of any place resembling it upon the whole earth! 


wrote Abdur Razzak, the Persian Ambassador Lo the 
Vijayanagara court when he vasated the city of Vijayanagara~ 
Hampi, and stayed there from April to December, A.D. 14493, 


during the time of Devaraya II ak, 


Anather Itallian traveller, Nicolo-Dei-Conti, 
who visited the city of Vajayanagara~Hampi in A.0.1420~21, 


during the time of Devaraya I, recorded that ' the great 
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city of Bizenegra (Vajayanagara-Hampi) is situated near 
very steep mountains, the carcumference of the city is 
sixty miles, its walls are carried upto the mountains 
and enclose the valleys at their foot, so that its 


extent is thereby increased ! ae 


The Russian traveller, Athanasius Nikitin, who 
visited Gulburga between A.U, 1469 and 1474, when the 
king Mallikarjuna was the ruler at Vijayanagara, has 
also left benand a vavid account of this Rdtys withouah 
he learns of it from others. tle says that ' the 
Vijayanagara city is surrounded by three forts and inter- 
sected by a raver, bordering on the side by a dreadful 


jungle and on the other a dale, the town is impregnable! aS, 


An Itallian traveller Varthema visited the 
Vijayanagara caty in the year A.D. 1505 during the time of 
Narasimha II of Saluva dynasty. *He observes, ' a very 
large and strongly walled caty, seven miles in circumm 
ference, well sheltered by mountains, very wealthy and 
well equipped city situated on a beautiful sate and 


enjoying an excellent climate ! or 


The Portuguese were the first European colonial 
power to reach India, they camein A.D. 1498, Wisdvanedane 
was the most powerful state in South India when they ux 
arrived here, Babalst: Gr friendly relations between 
the Va jayanagara kings and the Portuguese, several travellers, 


traders, soldiers and envoys visited Vajayanagara, Among 


them were Durate Barbosa, Domengo Pacs and Fernao Nuniz, 


( ae V2] 
who have left behind vivid description of the city of 
Vijayanagara itself. These Portuguese travellers were 


contemporaries of Krashnadevaraya and Achyutaraya. 


Durate Darbosa, who was a cousin of Magellan, ' 


the celebrated traveller, visited the city of Vajayanagara 
in AU. 1514, during the tame of Krishnadevaraya, the 
greatest ruler of the empire. He says ' at is very rich 
and well supplied with provisions, and is very full of 
cities and large township, very populous and surrounded 

on one side by a very good wall, on another by a raver 

and on the other by mountains. The city ais on level 
ground ...e.6. in the place very Large and handsome 
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palaces, temples, sculptuces, with numerous courts..' o 


Another Portuguese traveller Domingo Paes, who 
vasited the Vijayanagara city in A.D. 1520, when the king 
Krishnadevaraya was on the throne, gives an elaborate and 
a vivad picture of the city. ie says! Bisanaga (Hampi-~ 
Vijayanagara) is the capital of all the kingdom where the. 
king always resides, inside the city, very beautiful rows 
of bualdings made after their manner with flat roofs ooo. 
And on the pillars are other images, smaller images, yet 
more subordinate. Between these amages and pillars run 


a design of foliage ! ca 


Fernao Nuniz, another Portuguese traveller, 
visited the Vijayanagara city between 4.U. 1535 and 1537, 
when the king Achyutaraya was rulang the Vijayanagara 


empire, His chronicle 1s more historical tnan descriptave 
i 


WUE 


of the empire or its capital. He laboured together full 
history of Vajayanagaré empire right from the days of 
ats foundation by Harihara and his brothers. He says, 


' it was the best provided city ain the world ! ae 


Ceasaro Fedric from Italy visited the Vijayanagara 
city (Hampi) immediately after the battle of Talikota, 
(Rakkasa-Tangadi), says when the destruction, ' never 
before heard in the History, wrought by the vactorious 
Bahamani armies on the Vajayanagara caty was still visible. 
The cruel destany whach brought complete dasaster to the 
city at the ruthless and destructive hands of the Dahmani 
armies, after thear victory over the Vijayanagar, on the 
fateful battle field of Talikota in A.D. 1565 ..... for a 
space of five months..... they (victorious Bahmani armies) 
carried on day after day thear work of destruction. Never 
perhaps in the history of the world has such a havoc been 
brought and wrought so suddenly on so spendid a caty, 
teaming with a wealthy and industrious population in the 
full plentatude of prosperity on one day and on the next 
seized, pillaged and reduced to ruans amid scenes of 
Savage massacre and horros beggaring description ! ae 
Further he relates ' the caty of Bazenagar (Va jayanagara- 
Hampi) is not altogether destroyed, yet the houses stand 
still but empty and there is dwelling in them nothang, 


as is reported ! oP. 


This masfortune continued, even after the 
depatture of thu Bahmana armies, at the hands of the local 
thieves, robbers, tribals and marauders who prayed upon. 


Soon Vijayanagara-Hampi became a mass of ruins and it 
i 


A dete on ae age iGO La. bothdvewa Ohana don. as lll lain dA mall. - we wee 


- 923 


REFERENCES 


INTRODUCTION 


1. — C., Vol. VIII. Sb. No. 375. 

2. Ibid., Vol. II. Sb. No. 344, 

3. SII., Vol. I, p. 156. 

4, ASR 1908-9, p. 186. 

5. E C., Vol.VII.Sb. No.1; Heras, Aravadu Dynasty., p58. 
6, Ibid., Vol.II. Sb. No. 136. 

7. MER of 1910, p. 240, 


8. Aiyangar,S.Kk., Varadambika Parinayam, Sources of 
Vajayanagara llistory., Madras, : Del tes 


9. £ I., Vol. IV. p. 5. 

10, € C., Vol. IX. Mb. No. 18. 
11. Ibid., Vol.II. Sb. No. 253. 
12. E I., Vol. VII, pp. 115-116. 


13. Rangacharya,V.A., Topographical list of Inscriptions 


of Madras Presadency(Collected till 1915) Vol.TI,p. 7002. 
14, E C,, Vol. VIII, Sb. No. 60 | 
15. Rangacharya, V.A., op.cit., Vol.I, p. 269. 
SITE - HAMPI 
16. Devakunjari,D.,Hampi.,A5I.,New-Dethi,1983(Reprint),po1. 
17. Keladi Nripavijayam, pp.14-16; Neelakanta Sastry,K.Ao, 
and Venkataramanaiah,N., Further Sources of Vijayanagara 
History.,Vol.II., p. 10. ( FSVH ) 
18. SII., Vol.IX part 2., No.271, p. 68. 
19, Ibid., No.260, p. 57. 
20. FSVH., Vol.II, p. 10. 
21.Devafunjari., D., op.cit., p. J. 


226 Tbids, pe cies 


23. Hayavadana Rao,C., Mysore Gazettere., Vol.II part 2, 
Bangalore., p. 1418. 


ele 
27. 


28. 


aoe 


30. 


31. 


32. 


33. 


34. 


chee 


36. 


37. 


36. 
39. 


40. 


e 
cD 
NO 
aN 


(a) ANEGUND I 
Devakunjari,0., Op.cat., p. 70. 


Sewell Robert, Forgotten Empire.,(Re-praint), 
New-Delhi.,1962, Pe oT ° 


(b) KAMALAPUR 
SII., Vol.IX part 2, No. 533, p. 4B. 
Ibid., No. 245, p. 39. 
Devakunjari,D., ape tns Pe feos 
(c) KADIRANAPURA 
Sewell Robert., op.cit., p. 247; Desai,P.Ed.By. 
A History of Karnataka., Kannada Research Institute, 
Karnataka University, Dharwar,1977, p. 37. 
(d) MALAPANA GUDI 


SII., Vol.IX part 2, No.445; Annual Report on South 
Tndian Epigraphy., ( ARSIE ), T9U4, Na. 25. 


Devakunjari,J., op.cit., p.69. 
(e) ANANTASAYANA GUDI 
ARSTE., 1922, No. 683. 
Devakunjari,U., op.cit., p. 69. 
(f) NAGENA HALLI 
Sil., Vol. IX part 2, No. 504, pp.5i7-518. 
(g) HOSPET 
SII., Vol.IX part 2, No. 573, p. 591. 
Ibid., No. 539, p. 557. 


SOURCES 


(a) TRADITIONAL 


Valmiki's Ramayana of Aranvakanda & Pampa Mahatma 
in Skanda Purana. 


SII., Vol. IX part 2, p. 64. 
FSVH., Vol.II, p.10. 


Virupaksha Pandata, Channabasava Purana,63:2;p./54. 


41. 


42, 


43, 


44, 


43. 
46. 


AT. 


48. 


49. 
50. 


51. 


S26 


53. 


54, 
55. 


56. 


57. 
98. 
59. 
60. 
G1. 


me UR 


II., Vol.IV, No.248,p.41; E C.,Vol.X, Bagepalli,No.70. 


E C., Vol.&%, Bagepalli,No.70; SII.,Vol.IX part 2, 
NoeS. 271,260; SII.,Vol.IX,No.o48; Sranidhi.,Ed.bBy. 
Raman,K.V., pe 306. 

(b) LITERARY 


Narasamhacharya,&.,Karnataka Kavicharite., Bangalore, 


IO Se. Dp 20 by 258% or le 


Nanjundaradhy,.G., Harihara Kavya Girija Kalyana., 
Bangalore,1976, p. JT. 


Narasamhacharya, R., op.cit., pp. 2=58. 

Nan jundaradhy,.G.,Haraharadeva., Dangalore,1974,p.74. 
Kotraiah,CTM., Hampi Before Founding Vijayanagara., 
Srinidhi., Ed.Dy.Raman,kV.,p.004; Narasimhacharya, Qo, 


OpeCrt,, De 258. 


Srinivasa Sastry,V & Harihara Sastry,€d., 
Maduravijayam., Trivendram,,1916, pp. 56 & 63. 


Dandima Rajanatha of Achvutabhyudayam, Srarangam,1907. 


Virupaksha Pandita of Channabasava Purana.,Dharwar, 
1934, Pe 1. 


Loid.;: pe 173% 
(c) EPIGRAPHICAL CVIDENCLS 
E I., Vol. XVIII., pp.160-169,pp.35~40,pp.147-158,etc., 


SII., Vol.IM.,No.s. 2483266; SII.,Vol.IX part 2, 


No. 436. 


SII., Vob.IV.,No.579; 273 & 278. 
E Ley Vobh.I., pp.195-160. 


r) Vol.I,Noa.s 0255,259,267-270; II.,Vob.IX 
part 2, No.ws. 436, 491 and 493. é 


E I., Vol.IV., No. 249, 

SII., Vol.I. pp.155~160. 

E C4 Vol.II Ito. 357. 

SII., Vol.IX part 1., pp. 160-167. 
Lakshminarayana Rao.,N., Portrait Sculsture of 
Vijayanagara king Mallikarjuna., in Studies in 
Indian History of culture., L-d.By.Ritti,5.H-& 


Gopal,d.k., Uharwar,1971,pp.181-181; Vijayanagara 
Research Progress 1979-83,Mysore,1983,pl.LIII a&b. 


62. SII.,Vol.IV.,No.259; E£ I.,Vol.1.,pp.361-371. 


63. Rajasekhara,S., Master Pieces of Vijayanagara Art., 
Bombay, pl. 7. 7 


64, SIl., Vol.IV, No.s. 354 & 355. 
65 Ibid., Vol.IV, No.s. 273 & 278. 
66. Ibid., Vol.IX part 2, No. 502. 
67. EC 1., Vol.I, pp.398-402, 
68. SII., Vol.IX part 2., no. 564. 
69. Ibid., No. 566. 
70. Ibid., Vol.IV., No. 255, 
71. Ibid., No. 266. 
72. SII., Vol.IV., No. 1280, 

(d)_ EXPLORATORY 
73. Francis,wW.,Bellary District Gazetteer, Nadras,1916,p.270. 


74. Journal of Epigranhical Society of India.,Mysore., 
7 VO eVI oyPo . 


78. Sircar,D., Inscriptions of Asoka,New-Delhi,1975,p.28. 
76. ARSIE., 1977-78, De 11. . 
Tle Ibid., 1977-78., pe119. 


78. Indian Archaeology<-A Review-1975-76,ND.,pp.20-62. 


Peer er RE EE A NT CEE RE RA 


79. Devakunjari,D.,op.cit.,pp.50-51; Kotraiah,CTM., 
Opecit., p. Jae. 


(d) FOREIGN TRAVGLLLRS' ACCOUNTS 
80. Elliot.,H.M. & Dowson John,, History of India as Told 
by itS own Historians.,London,Tb07—-17,Vol.1V,poWUo 


G1. Hayavadana Rao,l., op.cit., p.1088. 


82. Major.,India In The 15th, Centuary,Kaklyuts,td.,Llondon, 
TB57y pe tes 


83. Sewell Robert., op.cit.,p.105. 


84. Ibad., p.118. 

O5.. Tbed,s (paleo. 

864 [bids, pe2e4d& ps. 277s 
87. Tbid., pp.401 = 303. 
88. Tbid., p.208. 

89. Tbhid., p. 208. 


KHKKHHEREE 


HS 7. OR TE CAE PE RSP EO eT Ve 


The foundation of the Vijayanagara empire in 
the 14th century, was an epoch makang event, not only in 
the history of Karnataka, but also of the whole of South 
India. The supermacy of the tloysalas had been eclipsed 
by the invasions of the Sultans of Delhi. In A.D. 1342, 
the last representative of the Hoysalas, the son of 
Ballala III, died and their political power practically 
disappeared. By then the new state of Vijayanagara had 
already came into being as a recokoned force, It did 
not take long for the declaration of independant state 
by Harihara, one of the fave sons of Sangama, after whom 
the first dynasty of Vajayanagara came to be known. The 
other brothers who played important role in Lhe establish= 
ment of the new kangdom were Bukka, Kampanna, harappp, 
and Muddappa. However, as the records sneak, only the 
first two were actively assoicaled with that great event. 
Regarding the nationality, original home and early 
affiliations of these brothers who founded this new 
kingdom, conflictang vaews are held by different authors. 
P.B. Desai, discusses in length and comes to the cone 
Clusion that ' they were originally from the Karnataka 
region and they were under Lhe Hoysalas and their home 


land was Hampi region ! ‘ 


The creation of the Vijayanagara empire reveals 
that its founders were inspired by patriotic ideals, 


embodied with the spirit of freedom and determination to 
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sacrifice anything on that account. These ideals meant 
protection of the people from the alien rule, preservation 
of their social and religious organisations and insti- 
tutzons, and promoting traditional learning, literature 
ana arts. The history of this empire, particularly the 
constructive works of its rulers, stands as an eloquent 
testimony tn the fact that their aspirations and ideals 
were translated into actions af best and of lang conse= 
quences. These principles expressed themselves in a 
variety of forms. One such example can be seen in their 
Sign-manual * Sri-Virupaksha ' inscribed in Kannada 
characters at the end of their copper=plate documents 
which manifests their firm faith an Virupaksha=Siva, the 
centuries old presiding deaty of Hampi. In doing so 
further, they considered themselves as only the agents of 
their patron god Virupaksha of Hamni. It is of interest 
to note that for the first tame im the history of this 
country, the kings ruled the kingdom an the name of their 
patron god which in its own way halped the founders in 
consolidating thear power and extending the boundaraes 


of their newly formed kingdom. 


The boar crest whach was their insagnia can be 
said to indicate thear achievement in establishing orderly 
government by eradicated the chactic conditions. This 
crest had been adopted by the early Chalukyas whose example 
they followed. They assumed the meaningful tatle like 
' Purva-Paschima-Dakshina-Samudradhipati ' signifing their 
Supremacy over the entire South India washed by the waters 


of sea on all the three sides, east, west and south. 


THE SANGAMA DYNASTY ( A.D. 1336 = 1485 ) 


rn a re ed en ee al 
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HARIHARA I ( A.D. 1336 = 1356 ) 


Sangama dynasty was the farst of the four that 
ruled Vijayanagara in succession. Harzhara I, was the 
first ruler of this house, who founded the new kingdom, 
ably and actively assisted by his four brothers. He ruled 
for about two decades with the assistance of his brothers 
who were placed incharge of different provinces like the 
Udayagiri Rajya under Kampanna, the central region of 
Dorasamudra adminstered by Bukka, the Malaya Rajya 


controlled by Marappa and Mulbagal Rajya governed by 


Muddanpa - 


Harihara is to be credited not only for the 
foundation af the new state, but also for setting up good 
government and ensuring peace and security in nas dominions. 
He was a maghty warrior, 4 capable military leader and 
an excellent organiser. He proved to be a worthy succe= 
ssor of Hoysala Ballala III, in completing his task soa 
ably. He was fortunate in having faathful brothers who 
identified themselves wth 2s vision anc task. The 
credit of having saved South India from the domanation 
of Islam, its institution and its rulers goes to these 


brothers, under the leadership of Harihara. 


BUKKA I ( A.D. 1356 - 1377 _) 


Bukka I succeeded his brother Harihara I in 


A.D, 1356. Infact, since A.0.1346, he was jointly 
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participating an the governance of the kingdom in 
different parts. As a sole sovereign he excercised his 


authoraty for a period of twenty vears till A.U. 1377. 


One af his sons, Kampa II or Kumara Kampana, 
went as far as Maduraz an Tamil Nadu and expelled the 
Muslims from there, killed the Sultan of Madurai and 
freed the town. The credit of re-installing the statue 
of the god Ranganatha at Srirangam goes to Gopanna, a 
minster of Kampa II, who had taken an active part in his 
master's southern campaigns, The ' Madhuravijayam ' 
by Gangadevi, the wife of that great warrior prince, 
gives a vavid account of the liberation of Madura 4 


from the Muslim Sultan. 
HARIHARA It ( A.D. 1377 = 1404 ) 


Bukka I died early in 4.D. 1377 and was succeded | 
by Harahara II, who ruled over Vijayanagara till A.D. 1404, 
without much dafficulty, beang assisted by his brothers, 
cousins and sons. Ravers were harnessed, canals were dug 
and tanks were constructed. A hvdraulic engineer Saingama- 
bhatta excavated a canal from the Honne river for supplying 
water to Penugonda. Encouragement and impetus were given 
to trade and commerce. Several cities and towns like 
Doorasamudra, Penugonda, Udayagiri, Bankapur and others 
came to prominence and prospered during his time, He 
established many agraharas for the promotion of learning, 


arts and crafts. 


AGL 


He was an enlightened monarch. Under his patronage 

the monumental work of writing scholarly commentaries 

on the Vedas stated durang the tame of his father, was 
Completed after nearly two decades, He earned the title 
' Karnataka-Vidya-Vilas ' that is, ' One who graced the 
Karnataka learning '. He had two wives, Pampadevi and 
Malladevi.e. Among his sons were Bukka, Virupaksha, 
Devaraya and Chikkaraya. He died on 30th August, 


A.D. 1404 *, 


VIRUPAKSHA II AND BUKKA II ( A.D. 14040=- 1406 ) 


nn tr ne 


After death of Harihara an 4.0. 1404, a dispute 
for succession to the throne arase among his three sons, 
Bukka, Virupaksha and Devaraya. Although Bukka was the 
eldest son and rightful heir, has authority was challanged 
by Virupaksha who asserted himself. The latter, however, 
was overthrown by Bukka, who muted for a short time upto 
A.D. 1406. The struggle seems tn have continued, but we 
do not have a clear picture of the events. It may be that 
Bukka dies prematurely and this gave an apnortunity toa 
Devaraya to occupy the throne in A.U. 1406. 


DEVARAYA I ( A.D. 1406 - 1422 ) 


re a AS A AS TS ID 


Devaraya ascended tne thone on Friday,the Sth 
November, A.U. 1406 and ruled upto A.D. 1442 5. Before 
his coronation, he was in-charge of Sira province, which 


probably included Mulbagala also a He was called as 


Pratapadevaraya. He was a capable ruler conversant with 


ie Ae 


political diplomacy, military organization and admin~ 
stration. He has the credit of expanding, for the farst 
time the power and anfjluence of Vijayanagara in Telangana 
and eastern Andhra areas as far as the Godavari delta. 

He increased the strength of the Vijayanagara army by 
largely importing horses of good breed from Arabia and 
Persia and oraaqanizing the cavalry force. He employed 
Skalled archers of the Turkish clan and raised the faghting 


Gapacity of his bowsman. 


He strengthend the capital caty by new fortifi= 
cations and made it safer aganist enemy's attacks. He 
constructed a large dam across the Tungabhadra river and a 
canalecum-aqueduct about twenty four kilometers long from 
the raver to the city. He also arranged the construction 
of another irrigational dam on the Haridra river near 
Hariahara ain Chitradurga Vastrict of Karnataka. He was a 
cultured and a peace loving monarch. He cherashed reverence 


to Chandrasekhara Bharati, the pontiff of Srangeri. 


He had an able manaister called Lakshmidhara. 
The kang had three wives and four sons Vira Vijaya, Vira 
Mallappa, Harahara anc Ramachandra. Ramachandra was the 
governor of Udayagiri for some time and he ruled for a 
short whale after Devaraya and made away for his elder 


brother Vira Vajaya. 
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VIRA VIJAYA ( A.D. 1422 - 1424 ) 
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After death of Devaraya an A.D. 1422, Vira Vijaya 
succeded to the thone. He was also known as Vijaya 
Bhupati and Vijaya Dukka III. He was a weak but a peace 
loving king and ruled for over a year. His grown up and 
energetic son Vevaraya was closely assaicated with his 
father an the statecraft, therefore the reign of Vira 


Vijaya is not that important. 


a ne ge RD 


Devaraya II, called Immadi-Devaraya, was 
familiarly known also as Pratapadevaraya. He bore the 
title called ' Gajabentekara ' that is, who engaged himself 
in elephant hunt. He was at tlie helm of adminstrataon 
even during the reign of has father. He deserves to be 
reckoned among the areat monarchs of Karnataka and of 
South India. During has reign the empire reached the 
pinnacle of prosperaty which stood on the foundations of 
internal peace, hard working, teeming population, social 
good will, agricultural wealth, growth of anland trade and 
import and export facilitaes with other coutbies. Abdur 
Razzak, Persian Ambassador, states that ' the empire was 
studded with thriving towns and cities and it had three 
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hundered busy ports ' . 


He followed the policy of religious tolerance and 
1t was carried to tne extreme limat. Though the neaghbouring 


Muslim rulers were enemies of thas Hindu kingdom, he employed 


able Muslims in the army, and allowed construction of 
Nosque in the capatal caty to satisfy the religzous need 
of the Muslam Mee vente: He is said to have kept a copy 
of the Kuran by his side on his throne with a view to 
allay the religious susceptibilities of the followers 


of Islam By 


The royal court was always a meeting place of 
nobles, courtiers, officers of state, scholars, artists, 
poets, ambassadors and distinguashed visitors from different 
countries. He was compared with Bhoja of Ujjain, of 
proverbial fame. Hamself a man of art and letters, he 
patronised and encouraged scholars, poets and authors 
proficient an different languages. Among the Sangama 
monarchs, has reagn is supeestiy important because his 
court was visated by ibis Persian Ambassador Abdur Razak 
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in A.U. 1443 and the Italian traveller Nicolo-Dei~-Conti 


in A.D. 1420-21 oe who have left behind accounts which 
throw much light on the various aspects of Vajayanagara 


during thas period, 


Abdur Razzak, who was ain the capital city towards 
the end of April,A.D. 1443 was so much impressed by what 
he saw and went on records to state ' the caty of Bidjanagar 
(Vijayanagara-Hampi) is such that the pupil of the eye 
has never seen a place like it, and the ear of intelligence 
has never been informed that there existed anything equal 


to it in the world ! ae 
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Devaraya had two queens, Ponnaladevi and 
BDhimadevi. The former's son was Mallakarjuna who 
succeeded his father later on. Among his ministers and 
generals, most famous were Singanna Dandanayaka and 
Lakkanna Dandanayaka. Lakkanna Dandanayaka was not only 
a staunch Virasaiva but also an author too. He was also 
known as the ' Lord of the Southern Ocean '. He had 
Madanna Nayaka, an able brother and a lieutenant and also 
Called Neggadedeva are frequently mentioned as in power 
between A.D. 1431 and 1433 a Singanna Nayaka appears 
with Lakanna in certain records. He was in-charge of 


Barkur Rajya as testafied by an inscraptaon of A.D. 1436 a 


His reign is one of the brightest in the literary 
history of Kannada. Among the poets who made his reign 
famous were some Varasaivas who had attained great cele~ 
brity. Mahalinga Deva, author of ' Ekottara Shatstala ' 
and * Shatastala Viveka ' was one of these. He composed 
has work for the benefit af his dascaple Jakkannarya, who 
was apparently a general. He is spoken of as Virasaiva 
Ganacharya. Lakkanna Dandanayaka, Chief Manister of 
Devaraya, was an eminent poet 2m Kannada and he wrote 
' Sivatatva Chintamani '. Another notable poet was Kumara 
Bankanatha, the author of Shatathalopades and other works. 
Kalyana Kirti, who was a Jain, wrote the Gnana Chandra~ 
bhyudaya and other works ee Gopa Tippa, the grandson of 
Harima, ‘the sister of De@araya, governed over Tekal, with 

15 


his father Goparaja and was a great Sanskrit scholar 0 


His works were Kamadhenu and Tala Dipika. 


Devaraya II died on Tusueday, the 24th May, 
ad. 4446 '°. Gn heaving the death ef Devaraya TT, 
Prathuvi Setti, the head of Chandragutti 18, went 
secretly to Kodakani and in the presence of the god 
Rama, is saad to have gaaned the feet of the god, that as, 
died by selfeimmolation who appeared to have been devoted 


tara 


MALLIKARJUNA ( A.D. 1446 = 1465 ) 


Mallakarjuna, son of Devaraya II by his queen 
PonnajJadevi, ascended the throne on the death of his 
father. He was also called Devarava III and Praudha= 
devaraya ne like his father. He continued to bear the 
title of ' Gajabentekara ' eae He was a weak ruler and 
he could not hold the mighty kangdom anherated by him. 
This gave an opportunity to the efemies, the Bahamanis 
and the Gajapati, te carry out their aggressive designs. 
In about A.D. 1450, the,two armies simultaneously invaded 
as far as the capital city, but this attack was repulsed, 
The spectaular traumph of the enemy and ancessant re= 
verses of Wajayanagara proved disastrous ta the fate of 
the empire. Beside the lass of the territory, Vijayanagara 
was faced wath canfusion, ansubordination and cvisinte=- 
gration. In consequence, Mallaikarjuna lost his power, 


prestige. and postion. 
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VIRUPAKSHA III ( A.D. 1465 - 1485 ) 
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Varupaksha III, cousin brother of Mallikarjuna II, 
son of Pratapadeva, usurped the throne brushing aside even 
the claim of Mallikarjuna's son Rajashekhara. Varupaksha 
proved to be incompetent to rule the ill=-cotten kangdom. 

He was given to luxury and vaces. He could not command the 


loyalty of has subordanates, 


Durting his time, he lost northern Konkan and 
Goa to Mohuinad Gawan, the Prime Minister of Sultan 
Muhammad Shah Il of Bidar. The loss of this part was a 
great blow to Vijayanagara, since it served as the gateway 
of lucratave trade with western nations and an important 
centre for amport of horses which were essential for 


maintaining her military strength. 


Further, he lost Gelgaum and some areas of 
northern Karnataka to the Bahmani, though there was an 
Opportunaty to retrive these losses when disorder took place - 
in the kingdoms of Gajapali and Bahamani, but he failed to 
utilise them due to his incapacity. This gloomy situation 
was saved by the Tee Ven ee On of Saluva Narasamha, a loyal 
officer in the state and who led the counter movement 
against the enemies of Vijayanagara. He started ha 
Campaigns in about A.D. 1469 with the assistance of his 
able general and lieuenant Tuluva Narasa Nayaka whach soon 
grew in strength, conquering the lost territories. By 
A.D. 1485, his postion in the empire became supreme and 


unchallanged,. 
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By this tame, Virupaksha III, was only a 
nominal king wathout power, prestige and popular support. 
He was murdered by his own disgusted son who anstead of 
hamself occupying the throne, passed it on to his younger 
brother Praudhadevacaya. This prince was also proved 
ultimately to be an incapable ruler and failed utterly. 
At thas juncture Saiuva Narasimha marched to the capital 
with has army and assumed power in A.D. 1485. Thus 


ended the rule of the Sangama Dynasty. 
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SALUVA DYNASTY (A.D. 1485 = 1505) 
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During the time of Virupaksha III, the rule of 
the Sangama Dynasty ended and that of the Saluvas began. 
The Saluvas were already in the service of the Sangamas 
right from the begining. The earliest reference to a 
Saluva Chieftain is found in the anscriptions of Kampa II, 
son of Bukka I. 


NARASIMHA I (A.D. 1485 - 1491 ) 


He starled his career as a Mahamandaleswar of 
Chandragiri Rajya near Tirupati in Andhra Pradesh in about 
A.D, 1452, durang the reign of ilallikarjunma. He had a 
long meritorious service of over three decades under the 
Vajayanagar kings. The satuation became ominous during 
the time af Virupaksha III. Under the circumstances, 
Narasimha I, an implaicatly loyal and faszthful officer of 
state had to step-forth and shoulder the responsibility of 
pullying out the Vajgayanagara empire from the distressful 
state, Uetails of his early carrer are still obscure. 
Certain anscriptions show that he was in-charge of parts of 
present North Arcot and Kolar Dastricts ae According to 
the Ramabhyudaya, a literary work, he is said to have 
ruled over Katak (Urissa) besides Kanchi, Kuntala, Chola 
and Pundaraka during different years. According to the 
Jaimini Bharata, he as said to have conquered the Tamil 


country of which Kancha was the capital. 


His inscriptions are found scattered over the 
central and eastern parts of the Vijayanagara kingdom, 
He ruled for sax years. During this short span, he had 
to apply hamself to the task of restoring the Empire to 
its former state. But in this, he dad not succeed completely 
beoause, some of the feudatories and nobles refused to 
acknowledge his authority and therefore, he had to subdue 
them by force. Prominent among them were the Chiefs of 
Ummattur. Narasimha stands in glaring contrast to 
Kalachuri usurper BDijjyala II. As he was the saviour of 
Vijayanagara it would be a misnomer to call him usurper. 
If he had remained aloof, instead of wearing the crown, 
the Empare which stood for ats noble ideals of preserving 
the national life and culture, would have crumbled to 
chaos, He re-generated the Vajayanagara and its rule and 
prolonged its life, to further Fulfil ats great mission, 
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for a period of eight decades, 


He encouraged trade and commerce. He kept up a 
brisk trade in horses, encouraging the merchants as no 
predecessor of his seemed to have done. What Nuniz says 
of him an tnas reqard 15 worth quoting that ' He caused 
horses to be brought from Oromuz and Adeem ( Aden, the 
Persian Gulf) anto his kingdom and thereby gave great profit 
to the merchants, paying them for the horses just as they 
asked, He took them dead or alave at’ three for a thousand 
pardaos, and of those that died at sea they brought him 
the taal only and he paid for at just as if at had been 
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alive ! | 


N4] 
It is anteresting to note here that such 
scenes of horses being sola by foreigners so often 
are seen in the sculptured friezes of Vijayanagara~ 


Hampi monuments even to this day. 


He was evidently a oreat Sanskrit scholar. 
The poem ' Ramabhyudayam'had been attributed to him. 
Rajanatha Dindama, the author of Saluvabhyudayam, was 
his coumrt poet. His work which cantains much valuable 
historical information and which is written in kavya 
style is an claborate work specially designed to describe 
the achievements of Narasimha. Pillalemarri Panavirabhadra, 


a well known Telugu poet, dedicated his Jaimini Bharatamu 


to Narasimha I. 


Important titles of this king were Medini- 
Misara-Ganda, Kathari Saluva, Saluvendra, Dharanivaraha, 
Aivaraganda, Chalukya Narayana etc., He seems to have 


been known as also Gajapatiyalaminda and Gavigovala am 


He appears to have had only one queen, the 
virtuous Srirangamamba. She seems to have left two sons, 
though only one is known from the inscriptions and this 
was Immadi Narasimha or Immadi Narasimhendra or simply 


known as Saluva Immadiraya ae 


Among the generals and adminstrators who served 
under Narasimha I may be mentioned, cone Nagama Nayaka, who 
is mentioned in an anscriptienal record of AU. 1488 as 


2 
the 'foremost of the scrvants of Narasimharaya' 7 


Isvara, the Tuluva general, was another and has son 
Narasanayaka, was also trusted general of Narasimha I. 
He became the founder of the third dynasty known as 


Tuluva Dynasty of the kangs of thas Vijayanagara empire. 
{ 


IMMADI NARASIMHA OR NARASIMHA IT ( A.D. 1491 =~ 1506 ) 


a a en Se etree eRe Ginn pin anni meet andt Mr terrnienathasrel -usuuuiilinimatiaI ERNE HreTeittN 


Saluva Narasimha was succeeded by his son,» 
Immadi Narasamha. He appears to have been co-regent of 
his father from A.D. 1485 itself. He ruled for fifteen 
years and was overshadowed by Narasanayaka, the Tuluva 
general, Inscriptions datdéng from A.D. 1494, prominently 
mention Naerasanayaka and show him as regent. For the 
greater part of his reign Immadi Narasiniha, dovs nat 
appear ta have been more than the titular soveréign of 
this empire, for all affairs being conducted by Narasa= 
nayaka, who has been actually described as 'karya-karta' 
or the agent a, Other records mention the fact that 
Immadi Narasimha was really under the protection of 
Narasanayaka ee and he was nothang more than a mere 


puppet-sovereign. 


We have an anteresting description of the 
Capital of the empire as it was in the tane of Narasimha II 
by Varthama, the Italian traveller. He speaks of 
Vijayanagara as a great caty ' very large and strongly 
walled, it was seven miles in carcumference well sheltered 
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by mountains and had a tranple circlet walls ! » It may 
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inferred from the above account that the amperial capital 
was in a Flourishing condataon in the reign of Narasimha II, 


also. 


He was a great friend of the learncd BDrahmanas. 
His gifts to them were many and frequent. He appears to 
have left atleast twa sons, Narasamharaya and Devappa. 
Narasimharaya probably ruler over petty tract of the 
country in the Mulbagal province, whach was once closely 
connected with Saluva Narasimha I, for many ycars oe 
Devappa, the other son of Narasimha IT, is mentioned ain 
a couple of inscriptions dated A.V. 1493 found ian Honnavar 


and Doddaballapur Talukas. The death of Narasamha II, 


in A.D. 1506 ended the rule of the Saluva Dynasty. 


HEUER 
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TULUVA DYNASTY ( AWD. 1505 - 1570 ) 
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The Tuluvas claimed their descent from the 
Yadava lineage. The earliest known member of thas family 
is Isvaranayaka., Warasanayaka of this family was a 
general and manster under Narasamha I of the Saluva, 
dynasty. He acted as regent and protector of the empire 


after the death of Narasamha I. 


He had three wives by each of whom he had 
issues, The farst of heee was Tippamba from whom he 
had a son named Viranarasamha while by the second wife 
Nagaladevi, a son named Krishnadevaraya and by Lhe third 
wife Obamambika two sons named Achyutaraya and Ranga. 


Ranga's son was Sadasivaraya. 


He is also known in inscriptional records and 
in literature as Narasimha or Vira Narasimhanayaka and 
he Was alsa called as Vira Narasamha I. He was evidently 
a vagorous, energetic and ambitious general. By his 
strong and unbencing rule, feudatories had been kept on 
awe and foreign enemies at bay. His repurdéation stood 
so hagh wath them andeed., According to Varahapuranamu, 
that has greatness was praised by the Bidar and Bijapur 
kings ae He was evidently an enlightend man and of 
action. He was apparently a great donor, a patron of 
learning and literary men. Nandi Mallayya and Ghanta 


Singayya, two Telugu poets, dedicated their works 


0 
Varahapuranamu 2 to Vira Narasamha I. 


-! N45 


VIRA NARASIMHA ( A.D. 1505 = 1509 ) 
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Vira Narasimha inhereted his father's office 
and authority and acted for two years as protector and 
defacto ruler of Vajayanagara keeping aside Saluva 
Narasimha II and became the founder and first ruler 


of the Tuluva dynasty. 
KRISHNADEVARAYA ( A.D. 1509 = 1529 ) 


After the death of Vira Narasimha, his half 
brother Krishnadevaraya became the emperor. His mother 
was Nagaladevi, his coronation was held on Lord Krishna's 
birth day, 9th August; A.D. 1509 ot Accordang to 
Kumar Dhurjati's, Krishnaraya Vijayamu, the coronation 
ceremony was attended by all the prominent feudatory 
chaefs, among whom were the Aravitti Bukka, the Chiefs of 
Ouk, Nandela, Velugodu, Budeal Se He succeeded to a 
kangdom which had been weakend by long misruhe and the 
internal and external situations of which was not free 


from danger. He had to takeup several measures to conso= 


lidate the power and maintain integrity of the empire. 


The primary authorities for his reign are his 
own inscriptions which are hundreds in number and scatt~ 
ered all over South India, almost in every village of 
his empire. Literary works both written by hamself or 


by contemporary poets are the others. 
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He augmented the revenue of the state of 
bringing more land under cultavation. Cvery provincial 
governor and chief was made to supply a fixed number of 
soldiers regularly, failing which heavy fines were imposed, 
Thus, he sessacinend his military forces. After taking 
these and several other similar measures, he infused fresh 
vigour into the country and achieved anternal consoli- 


dation and then turned towards his enemies internal and 


external. 


He subdued Ummattur chiefs and Sahmani kingdom 
and Gajapati'ts of Orissa. Has relation with the Portuguese 
was quite amicabie because of the trade in horses and 


others. 


The Chief Manster of Krashnadevarya, practically 
throughbut the whole of'his reign, was Saluva Wimma whom 
Paes called * Temersa ", that as, Tinmarasa. Nuniz called 
Saluvatincia, Salvathina etc., His full name appears 
to have been Saluva Timmayya. He was the Prime Ninister, 
provincal governor, and milatary leader, Krishnadevaraya 
affectaonaly called him ' Appaji ', that as, father. Many 
stories are current about ' Raya and Appaji ' referring 
to contemporary incidents 2 His statecrafts, his 
Capacity for hard work and his admanstrataye efficiency 


were utilised fully by Krashnadevaraya. 


Kondamarasayy was another feudatory of Krishnae= 


devaraya in the Udayagiri provance in A.D. 1527-28 a 


He belonged to Ucayagari, one of the chief fortress 
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like Penukonda etc., Chandrasckharaya was governing the 
Srisaila Rajya around A.D. 1530 as the representative of 
the king Krishnadevaraya ar Immadi Basavappa Odeya, with 
the tatle Bhujapratapa, was another general of Krishna= 


devaraya aor ruling over Chandrayutti Rajya. 


Kriashnadevaraya's two favourite queens were 
Channadeva and Tarumaladevi. Allasani Peddanna, the court 
poet of Krishnadevaraya mentions these as queen=consorts 37 
At Tirupati in Andhra Pradesh, he is said to have performed 
the famous sixteen great gifts and presented to the god 
there many valuable jewels and much godl. He also had 
copper statues of himself and his two favourite queens 
Chinnadevi and Tarumaladevi cast and set before the god 
of the place so that they might signafy their worship of 


that deity, that is, Lord Venkateswar to whom Krishnadevaraya 


was deeply devoted, 


Of his two sons, the elder Sale Tirumala died 
af poisoning and the younger was only a child of eighteen 
months. He had two daughters, Tirumalamba and Vengalamba, 
who were marricd to Aravadu Ramaraya and has brother 
Tirumala respectively. Ramaraya became famous as ‘Aliya’ 


(Son-in-law) Ramaraya. 


Kraishnadevaraya was a great patron of literature. 
Himself a scholar and author, he entertained scholars and 
poets in his court. Sans’krit, Telugu and Kannada learning 


were encouraged. He wrote the Jambavati Kalyana, a drama and 


ais 
other Sanskrit works. The Amuktamalyada in Telugu is 
ascribed to him, His court was adorned with eight famous 
poets, described as the vaght supporting elephants of the 
quarters, that is, ' Asthadiggajas' . Among the galaxy of 
poets of Lhe first magnitude that surrounded him, Allasani 
Peddana was undoubtedly the great. Krishnadevaraya seems 
to have deenly attached to th:s poet, and he was called 
as Andhra Kavita Patamaha a 


Timmanna Kavi completed the unfinished part of 


Kumara Vyasa's Bharava and at was dedicated to the king under 
' 39 
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Another poet who flourashed at Krishnadevaraya's court was 
Nandi Timmaraya, the author of 'Paarijatapaharanamu ' who 
dedicated that poetical compostion ta Krishnadevaraya. His 
works afford glimpses into the history of the period. Among 
other Kannada poets of thas peraod-were Gubbiya Mallanna, 
the famous author of ' Vira Saivamruta Purana ' and 


Bhavachintaratna ie 


Two memorable personalities, Vyasatirha and his 
disciple Purandara Dasa belong to thas age. The former was 
a high pontiff of Madhva monastic school and prolific 
writer on Dvaita phalosophy. The latter whose name is 
universally popular in Kannada country, ammensely contri-= 
buted ta the promotion of the Vaishnavite Bhakti cult through 


-his compositions known 4s ' Kirtanagalu ', 


Krashnadevaraya ranks high among the great 
monarchs of India, an many respects, He was a unique 
personality, versatile genious like a multafaceted braght 
gem. The poet Allasani Peddana in describing the rule of 
Krishnadevaraya says ' the king ruled over his subjects 
with kindness as af they were his own children ! ae 
Under hin Vajayanagara attained the zenith of unprece= 
dented glory. Twenty years of his reign marked a memorable 
epoch in the hastory of South [ndaa and afforded a shanang 


example of a sovereign though waged many wars, the ultimate 
{ 


objective was peace and hanpainess of the people. 


This reign witnessed the climax ain building 
constructave activities, growth of religious and secular 
towns, dams, canals, tanks, public buildings and temples, 
huge monolithic sculptures etc., He built an I Kalyana- 
mandapa ' and ' gopuba ' over the Virupaksha temple, on 
the occasion of his coronation. Among the great temples 
built by him atleast three are wellknown and these are 
Ananatasayana, Krashna and Patltabhirama temples and many 
others in the metroplas. He was also largely responsable 
for the expansion of many temples, the main being, the 
' Hazara Ramachandraswamy temple ', the ' Vitthalaswamy 
temple’ and so on. The Krishnadwamy temple was constructed 
after his conquest of Udayagiri and the inage of 'Bala 
Krishna! was brought as a trophy from that fort and was 
installed in this temple. Now the image of'Bala Krashna! 


is exhibited in the State Government Museum, Madras. 


Of the civil buildings of great interest but 
errected by him was the ' House of Viclory ', as Paes 
calls it the striking ruans of which lies to the east 
of Hazara Ramaswamy temple, was errected to commemorate 


has victory in the Orissa war. 


An unique monument that belongs to his reign 
is the monolithic state of ' Lakshmi-Narasimha ' in 
the capatal city, that is, Hampi, which is one of most 
striking of all among the ruins at Hampi even now. 
According to the inscription at on a stone slab infront 
of it, it was hewn by a Brahman from a sangle stone in 
AD. 1528. It 1s twenty two feet high and is fanished in 
great artistic details being worked out wath atmost 
care, The Lakshmi part of the amage is almost gone 


except for the part of one arm that has passed behand 
the back of Narasimha statue. eo ed 


The Portuguese visitor Domingo Paes, who was 
in Vijayanagara=Hampi during his time, Circa A.D. 1520, 
furnishes many anteresting details about the kind and 
the capital city. They are haghly useful to understand 


the human and personal aspects of Krashnadevaraya 0 


ACHYUTARAYA ( A.D. 1529 = 1542 ) 


Achyularaya ascended the throne just after the 
death of Krishnadevarava, According to an inscription a8. 


which specially mentions that Achyutaraya ascended the 
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throne as per the wishes of Krishnadevaraya, afler his 

death. Thus Achyutaraya succeeded Krishnadevarya on his 

death in Saka 1452, Vikruti, Vaisakha, Purnima tithi, that as, 
womewhere in the month of May, AY. 1530. Apparently, 

shortly after his coronation, kang Achyularaya made the 

gift mentioned in the above inscription. The statement 

of Nuniz also says that he was chosen by Krishnadevaraya 

to succeed him which seems to be correct as Achyutaraya 
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took up the reins of the Government soon after . 


Achyutaraya was already helping Krishnadevaraya 
in statecraft even when the latter was alive. A record a3 
dated in Saka 1449, cyclic year Vijaya, thal is, A.D. 1530, 
mentions Achyutaraya as kang already. Similarly in another 
record “9, dated Saka 1450, Sarvadheri, that 2s, A.D. 1528, 


he is given all the amperial titles and spoken of as ruling 


the kangdom, ( prithivi rajya gaiyuthiralu ). 


His peraod was marked by many wars of which we 
have glimpses in tthe inscriptions and contemporary literay 
works. The attitude of the Portuguese appears to have 
visibly changed towards the Vajayanagara empire after the 
death of Krishnadevaraya. Though Achyutaraya seemed to 
have been friendly towards the Portuguese as his predece= 
ssor but why the Portuguese turned hostile is not clear. 
Probably il was’ the desire to improve their position with 


the Muhammadans. 


During has rule, the government continued as before 


in the hands of the king assasted by his ministers and the 


es, N52 


provinces were under local governors. Among the manasters, 
those promanently asscicated with the king were the two 

' brother=in-laws ' of the kang, identafied as Pedda Salak 
Tirumala Raya Maharasu and Pinna Salaka Tarumala Maharasu 
and their names are also mentioned in the Varadambika 
Parinayamu os Rama Bhotalyya appears to have been one 


of the foremost ministers of the time. 


Achyutaraya was a great donor to temples and to 
the Brahmanas. He had inherited so much wealth that he had 
a title called ' Navakoti Narayana ' oe: ax -' Lord: of 
Nine Crores '. He anpears to have been an ardent follower 
of the Sri Vaishnava faith. Has gifts to Varadarajaswamy 
temple at Kancha confirms this. The VitthaLaswamy temple 
at Hampi, contains eight anseriptions, one of then refers 
to the gift known as ' Suvarnameru dana_' which Achyutaraya 


gifted. He also gave a gift called ' Ananda Nidhi ' by 


seein center ene NE, 


which he claims to have delegation of Vishnu and ta have 
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delegation of Vishnu and to have made Kuberas of Brahmanas ° 


Achyutaraya performed the Tulabhara of Pearls and 
the great gift of giving away one thousand cows, along with 
his qucen Varadadevi and his son Chinna Venkatadri at the 


Varadarajaswamy temple at Kanchi ae an Tamil Nedus. 


Achyutearaya had two wedded queens which is known 
from the inscriptions and literary mecords., Une of these 


was princess Varadambika, whose marriage with Achyutaraya, 


is the subject of the Sanskrit work ' Varadambika 
Parinayam ' writeen by Tirumalamba. By this queen 
Achyutaraya had a son, named Channa Venkatadri who was 
crowned Yuvaraja in A.D. 1530. The second queen of 
Achyutaraya was the daughter of Sri VallabhadetvVa, the 


Pandyan kang, who is refsrred to in certain records. 


According to a Telugu work, ' Vijayavilasamu ' , 
Achyutaraya had a third queen known as Tirumalamba, whose 
sister was married by Sivappa Nayak, the farst of the 


Nayaka kangs of Tanjore sae 


Achyutaraya continued the policy of encouraging 
poets and men of learning. His court poet was Rajanatha 
Dindima, who wrote ' Acbyutarayabhyudamu ', It is a 
work of considerable hastorical interest and he also 
authored a work known as ! Bhagavata Champu ', which he 
dedicated to Achyuta, that 1s, Vishnu. The great Madhava 
Saint Vyasaraya cantinued to flourish ain this reign as 
well. He installed in A.D, 1532, the image of Yoga 
Varada Narasimha in the court of Vitthalaswamy temple at 


Hampi and perhaps thas is the last inscriptional reference 
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we have for him F 


Achyutaraya probably died around the close af 
the year A.Y. 1541 and the last date known so far, for 


him from the inscrintaon is Saka 1463 or A.D, 1541-42. 


SADASIVARAYA’ ( A.D. 1542 = 1570 ) 


eRe Le Ae Renee NNER oN NNR Bree: wnNNe 


Sadasivaraya appears to have been co-ruler 
with Achyutaraya from A... 1537, as numerous e@pigraphs 


of his are current from that date ae He was evadently 


co~ruler with Venkatadeva Maharaya alias Venkatadri ae 
He succeeded Achyutaraya, to the throne. He was the 

son of Rangaraya, a brother of Achyutaraya. His farst 
coronation took place at Tirupati in Andhra Pradesh, 
before the god Venkateswara when gifts were made to the 
Brahmanas. Again he was installed on the throne and 
re-crowned at Vijayanagara by Ramaraya, the Chief Manaster 
( amatyatilaka ) as almost copper plate grants confirm 
1t a The actual cate of the capture of Vajgayanagara 

by Sadasavaraya took place not before Monday, Gth August, 
A.D. 1843, on which date, a grant was made by one of 

his subordinat's to the temple to celebrate the joyous 
occasion. This wes dane by ane of his subordinate after 


receiving a royal communication ififforting Sadasivaraya's 


' : 2 
capturing Vijayvanagara . 


During A.Y¥. 1542~1550, Sadasivaraya was ruling 
the kingdom in peace. Many grants were nade by Ramaraya 
under the orders of Sadasivaraya or as the agent -of 
Sadasivaraya or as the Chief Admanstrator aH At the 
end of thas peraod, Sadasivaraya must have: tried to assert 


his power but Ramaraya sensed this well in time and the 


king was accordangly put into prasion. According to 


y 
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Conca eave that ' his prison was a strongly fortified 
towen probably at the capital with iron doors and surr- 
ounded by sentries, however, the treatment he received 
while in prison was one be-fitting his’ tank '. Further, - 
Couto blames Ramaraya ealsiy For it. During this Pitarval: 
Ramawave Claiming eeusldty with Sadasivaraya, issued 
royal orders making grants in their joint names and 
for the merit of both. The genealogies of both Sadasivaraya 
and Ramaraya were given in them 28 Occasionally, 
grants were made only in his name only claiming merit 
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ta occur to him alone, that is, Ramaraya « But about 


in A.D. 1563, we see that Ramaraya is described as 


‘having become de-facto ruler with all the imperial 
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_titles - sSadasivaraya is not so much mentioned hencey 


forth. He is similarly described in another record aa, 


dated in A.Y. 1565, where also the name of Sadasivaraya 


is omitted. 7 


a 


Ceaser Fredrick states that ' Ramaraya sat 
on the royal throne and was called the king ' though 
there is so far no record of his coronation and it is 
possible that he avoided it as Sadasivaraya, though 
hardly ever seen by his subjects, was still alive. Couto 


states that'Ramaraya and his two younger brothers saw him | 


’ (Sadasivaraya) once a year in his prison and paid homage 


z 


to him ! cae It was during this period that Ramaraya 


2 


appears to have issued the gold coin familiarly known as 


the Gandikota Pagoda, which had on the obverse the figure 


of Vishnu standing under a canopy Be 


The adminstration of Ramaraya, both as regent 
and as usurper of the kingdom, apparently seems to have 
run on the traditional lanes. Grants of money, land or 
tax remissions to temples and learned Brahmanas continued 
to be made as usual. Among the more notable remission 
of tax durang this perind was the tax on barbers, which 
1s found mentioned wn a large number of records, As 
the earliest inscription granting this as dated A.D.1545, 
it would seem that, withan about ten years from then, 


it has been extended to the whole of kangdom Sod 


During the reign of Sacasivaraya and Ramaraya, 
the capital continued to be a place of great attraction 
both for its trade and for its architectural grandeur, as 


attested by foreign visitors. 


Ramaraye was a great wrarrior and so greater 
part of his time, as regent and ae usurper, was spent in 
wars, The war against the Taruvadi king was renewed 
during his reign. The relations wath Portuguese underwent 
a marked change durang his tame. In AJL. 1544, Martin 
Alfonso VYe.Souza, Governor of Goa, sent a fleet of 40 
shaps under 27 captains to plunder the temple of Tirupati 
in Andhra Pradesh and Ramaraya, having heard of this scheme, 
by advancing his troops defeated their attack. The 
success over the Tirupati and the Portuguese probably 
justify Ramaraya's assumption of the Litle of Planter of 


a Pallar of Victory at Cape Comoran eo 


ee a ee 
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The policy of Ramaraya towards the Sultans of 
the Deccan was one rather of expediency than of prancaiples 
which resulted ain deep and anextricade anvolvement both 
for himself anu the state particularly in the affairs with 
the neighbouring Sultans. For the first tame in the life 
of Vajayanagara, there was marked change in her foreign 
policy and relatinns an respect of the neighbour states on 
her northern frontiers Vaijavanagara had waged offensive 
and defensive wars against the Bahamani kingdoms but 


never was there any alliance with them. 


From A.D. 1542 to 1564, a series of wars took 
place, prominent powers involved in them were Vijayanagara, 
Ahamadnagara and Bijapur. The causes of Lhe conflicts 
that persisted were mutual jelousy and prestige, besides 
the ambition to possess extra territories and strong 
forss of Raichur, mudugal, Kalyana and Sholapur. During 
these wars, Ramaraya not only recovered the territory 
lost by Vijayanagara after the death of Krishnadevaraya 
but also extended the bomders of the empire beyond 
the Krishna river and strong forts lake Kalyana, Kovila~ 
konda, Chanpur, Pangal, Yadgiri and a few others came 
under his sway. The Sultans were forced now to brood over 
this situation and they realised at long last that dis-= 
unaty and mutual jealousy amongst themselves had actually 
contributed to the triumph of Ranarava and the supermacy 
of Vijgayanagara and that they could brang about the downfall 
of Lhear anveterate enemy by unaty and combined action 


alone. 
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The primary cause for the coalition of the 
Sultans was the immense power wielded by Ramaraya in 
South, has great resources in men and the authoratative 
manner ain which he anterfered in thear disputes, Further, 
thear fear, bitter jealousy and hatred towards his 
paramount position for whach they themselves had contri- 
buted, combined with their religaous animosity agaanst 
the Hinou Empire, were Lhe forces that brought ene 
together. Past enemities were buried and marriage 
alliance were contracted. Hussan Shah's daughter Chand 
Babi was married to Ali Adal Shah who an turn gave his 
sister in marraage to prince Murtan of Ahamadabad. The 
Shahas of Bidar and Golkonda were the two other members 


of the coalition. 


Collecting the largest number of troops and 
Completing their preparations, the Sultans proceeded from 
Bijapur on 25th, December, A.D. 1564 to invade Vijayanagara,. 
The Krashna raver being the natural northern boundary of 
the enemy kangdom, they planned lo cross the raver and 


meet the enemy in the Vajayanayara territory. 


Ramaraya, though aged more than 80 years but as 
strong as ever, resolved to counter the adversary with 
all hig might. He was assisted by his brothers Tirumala 
and Venkatadri. On 23¢d,January, A.D. 1565, the fight 
entered ‘the crucial stage at the battle field Rakkasa = 


Tangadigi. At this juncture two Muslim commanders of 
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the Vijayanagara army, betrayed it. One of these two 
traitors was goneral Ain-ul-Mulkh, whom Ramaraya used 

to call as his brother, left the camp and joined the 
enemy army with the battalions. Ramaraya who was always 
spirited and never nerturbed, got anto his palanquin and 
moved swiftly amidst his troops installing confidence 
and rousing their heroic sparat, by distributang gold 
coins and presenting jewellery to brave soldiers. But 
as all-luck would have 2t, canfronted by a elephant the 
bearers of the palanquan left at and escaped, This 
opportunity was seazed by the enemy and Ramaraya was 
taken prisoner and produced before Hassan Nazam Shah 

who beheaded him. Couto relates that he beheaded him 
with his own hand, exclaiming ' Now I am avenged on 
thee, Let God do what he will do to me ! aoe The severed 
head of Ramaraya was fixed on a long spear and paraded 
on the battle field (ground). Panic stricken, the 
Vajayanagara forces ran helter=skelter, They were 
chased and cut to pieces by the enemy. The Vijayanagara 


army was completely routed and battle ended in disaster. 


{ 

This was one of the faercest and decisive 
battles in the annals of Indian History in general and 
Vijayanagara particular. It altered the course of 
historical events. It struck such a fatal and finishing 
blow to the Vijayanagara Emnire that it could never rise 


again to its former position, though it lingered on for 
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some more years under the Aravidu kings. But the 
metropolis, Vijayanagara-Hampi, became a mass of ruins 


for ever. 


Tirupala, the brother of Ramaraya, who survived 
the catostrophe, had to think of the furture. He decided 
to save as much as he could of the capital and the Empire 
from the revengeful wrath of the victorious enemies. 

He hastended to the capital, Hampi, whach was left wath 

few forces to guard it. Its defence was out of question. 
The enemies were rushing to pounce upon the magnificent 
city whach all along had been their eve sore. Tirumala 
collected all the reasure of gold, jewels, and the jewelled 
throne, loaded on elenhants and accompanied by the captive 
kang Sadasavaraya, ladies of the palace and kinsmen, 
proceeded to Penugonda. 


» 


The enemies reached the capital city of 
Vijayanagara=Hamp2 and stayed there for about five months, 
carrying on thear destructive activities relentlessly. 
They slaughtered the population wathout mercy, broke down 
the statues and demolashed the temples and palaces, 
Nothing seemed to escape thear cyes. ' With fare and 
sword, with crowbars and axes, they carried on day after 
day their work of destruction. Never perhaps ain the 
hastory of the world has such a havoc been wrought on 
so splendid a caty '! ads 
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This misfortune was further aggravated by the 


thieves, robbers and marauders whd preyea upon it. 


Soon Viajayanagara~Hampi became a mass of ruins 
ft 
and it has remained so till today. 
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ART TRADITIONS PRIOR TO VIJAYANAGARA 
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In the Deccan, the Chalukyas were the paramount 
power till they were over thrown by the Rastrakutas in the 
middle of 6th centuary 4.0., The Chalukyas (A.D.450-755) 
were a great power in South India, parts of the Ueccan 
and Andhra region tall the midcle of the 8th centuary A.D. 
The Chalukyan art was dedicated to the revival of Puranic 
worship wath great vigour and passion. AE this tame there 
was a brisk excavation of caves, shrines and temples. The 
magnificent sculptures of niahole, Badami and Pattadakal 


in Karnataka, all are die to the Chalukyan inspiration 


and patronage. 


Early ledieval Art is assoicated with neo 
Brahmanic revival rooted an the Puranas and Saiva Agamas. 
A technique was evelved not only ta renresent the Puranic 
legends but also express the various manifestatians of 
the sunreme beangs. It 12s no wender therefore, that 
Grousset has thought that ' an such works as these with 
thear noble beauty of rhythm, worthy of Athens and Florence, 

. . { 1 
Indian sculpture perhaps reach s its apogee « * EA 
@arly sculntures, there is shaping anfluence of Gupta 
Classicism, The most notable achievement af the new artists 
2 

was to enntrabute ' a dreamy, Floating quality ' ~, to the 


figures of flying gods and goddesses. Two famous panels 


ey nA 


of flying culestials from Aahole now in the National Museum, 
New-Delhi, displaying a most graceful flying movement in 
which multiple curves are admirably balanced. Coomaraswamy 
has antly put an ' barly fedieval Sculpturs have oreat 
dramatic force, and freer movement than in Gupta period...» 
there 1s a tendency ta an increasing elegance and slender= 


3 
f form ! . 


ness of 


The ' Durga ' temple at Aahole has some of the 
best sculptures of the early Chalukvan period. Those 
placed an niches in the corridor that runs around the 
entire Lemnle are noteworthy. In these sculptures, the 
Chalukyan plastic art reaches the haghest summit of 
excellence, The eeaugedie Tayure of Siva, classic ain 
conception, shows perfect skill un execution. The 
sculpture of Vishnu shows delicate and sensitive treatment 
of body. The other beautifully carved sculptures are 


. 


Narasamha, Vishnu as Vacahe and fiahisasuramardini. 


‘ 

The Cave temples at Nadami have elaborate 
sculptural decoration. Coomaraswamy in thas connection 
pointed out that ' the pillars of the varandah are deco= 
ratuc with trinle brackets ornamented w2th magnaficent 

- 7 4 
human figures in toe Full bloom of Gupta abundance ‘ 
These caves shelter snme master picces of Indian sculptures, 


remarkable for serene, massive Pasures, full of strength 


and vigaur. 
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The sculntures in the temple at Pattadakal mark 
the next stage in the developinent of the Chalukyan art. 
The Papanatha temple, a charming sculptured group in the 
exterinr wall, bears witness to the high quality and skill 


of the scubptor of the period. 


The Virupaksha temple is exquisitely proportioned 
and, ' is one of those rare bualdings in which the soarit 
still langers of the men, woo conceived at and wrought it 
with tnear hands ! - The entare wall of the temple is 
covered with numerous sculntured Lantols and slabs showing 
scenes from Ramayana, representations of Siva, Naga and 
Nagina ete., Percy Brown says ' the sculnture flows into 
the architecture, in a cantanuous yrt dascaplined stream! 
The standing f2gure of Chauri bearur 1s an excellent 
exanple of late art. The Chalukyan arl tracitions conti-= 


nueg in various parts of the Deegan For a long tame. 


Under the Rashtrakutas (4.0. 700-1000) the 
plastic art of the Chalukyas was developed into the highest 
summit of excellence, The Rashtrakuta rulcrs were Saivaite 
and their art was dedicated to Siva. Thear greatest 
acnievement as tne fionolatnic tenple af Kailasanatha at 
Ellova, a woncerful architectural feat, To quote Zimmer 
' the whole temple is phantasmagoric vasion wathout weight, 
composed not of grass matter but of tne azary stuff of 
dream ean The artast had portrayed the different manifes= 


tations of Siva and Patvati in this temple. The fagures 


o 


carved out are physiologically nroportinnate, exhibiting 
fresh vigour and dynamic power of the great art of the 
time. Among the outstanacing sculptures are the great 
compostion of Ravana shaking Kailasa, Gajalakshmi, Bhairava 


and Kala group. 


The Hoysala rulers (4.0. 1000-1336) were great 
builders of temples and the numerous monuments still extant 
at Halebid and other nlaces in Karnataka, ton decorative 
and the facures are almost in ihe round. The stone used 
by them was Chloritic schist, a very fine grained material 


which could be chaiselled with ease, 


The best known example of the Hoysala style is 
the famous Hoysaleshvara temple at Halebid which has ine 
finite wealth of sculrtures. It stands an a terrace ranging 
five to six feet, (1.80 mtrs) in heaght, naved with large 
» 
stone slabs. The entire heacht as carved wath succession 


of eleven running frieges of elenhants, tigers, scrolls, 


hersemen and celestal beasts and bards, 


The seated Ganesa, torso of Sava, Venugopal, 
Vinadhara Sarasvati, Vashnu and Lakshmi are some of the 
master nieces of Hoysala art. These have been beautifully 
execuled and elaborately ornamented. Here the character~ 
stically minute workmanship of Hogsala artist in relation 


{ 
to the jewels and drapery is at its best. 


The Channakeshava temole at Belur in Hassan 
District of Karnataka, is famous for sculptures which are 
unparallel in execution and fanish. The brackets ain the 
temple are full of beautiful figures of Madanikas-damsels, 
They are in various poses, lobokang into a mirror, adjusting 
her garments after a batha and playing on a musical instru= 
seats These are sculptor's version of adeal feminine 
beauty, and snsuous. The Hovsala artists laid great 
emphasis on ornamentatian and the firsures of the praying 
Garuda, the drummer and the three musicians are true 
specimen af the Hoygala art. The Hoysale sculptors rivalled 
each other an the perfection of their art. They adopted 


such titles as ' Tiger among Sculptors', ' A Laon to the 


Elephants ! B ete., 
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SCULPTURAL ART DURING VIJAYANAGARA PERIOD 
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INTRODUETION 


The Sculptural Art which flourished during the 
Vijgayanagara perind, as in the past, was influenced by the 
historical factors like the centuries old traditions, 
literary works Pee. ere Vedas, Puranas, Epics, Canons of 
Iconography as codified jn the hanes etce, all of which 
formed the very basas of the sculptural actavity. Further 
the new faiths and practaces as propounded by the new 
religious, the offshoots of Hindusim, such as Tantrasm, 
Matsyendrantna cult, Varasaivasm and olhers, also influenced 


in their own way the sculptural art of the peraod. 
RELIGIOUS BACKGROUND 


This part of the country was anvaded by Malik 
Kafur, the general of a Khalji Sultas of Delhi an A.U.1311 
and agaan in 4.U. 1327 by Muhammad Bin Tughlug, another 
general. The aggressors destroyed the kangdoms, looted 
the wealth, forcably converted the Hindus to Islam, des-=- 
ecrated their temples and so on. Thais transgression of 
Islam into political, social and relagious arenas of the 
Hindus led to the creation of an awareness for thoes 
traditional relagion and institutions and the rousing of 


a conciousness ana feeling for a united and strong reaction 


and resistence among the Hindus, partacularly in the South. 
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In the facc of this cowmon aggressor, fresh patriotic 
Spirit and insparataon were roused and became active an 
all sections of the socaety. This activated resurgency 
ultinately culminated an the founding of the Vajavanagara 
Empire. Its rulers, their religious leaders and subjects, 
all stood united to check this alien fiuslim aggression. 
The evwpare, with its able and brave warrioar-kings, suppo= 
rted by the subjects of all stratas of the kangdom, proved 
an effectave bulwork against the exoansion of the Muslim 
authority and culture antco the South, the impact of whach 


can be studied even now, in thas part of the country. 


Very soon the Empire gaaned strength and expanded. 
In order to strengthen the so organised opposition and 
to consolidate it further, great religious actaivaty with 
all ampetus was @ncouraged and patronased by the rulers, 
‘pelagious heads and noble-leaderse For, the solitacal 
pawer and strength of Vijayanagara Empire stood on the 
foundations of te religaous awarencss, upsurge and unity 
af its subjects, 1t may be recalled here the traditional, 
litcrary and epigraphical evidences declaring the close 
assoication of Sri Vidyaranya, the religious head of the 
Sringeri fiath with the foundang of the Vijayanagara city 
and its Empire. This was the force behand the tremendous 
actavity both in the construction of temples and production 
of sculptural wealth, in stone, in metal as well as in 


other medias like wood, paants etc., Hence number and 
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mass production became popular rather than strict adherence 
to canons. Further the easily and readily available granite 
stone had to be used profusely as the media of their art. 

As a result we see ain Hampi proper, temples after temples 

un whichever directzon one sees. This is again the reason 
for the large number of temples, mandapas, gopuras, palaces, 
forts and even monolithic sculptures of massive dimension 
not only an Hamp2 but also throughout their Empire. It 

has even become sroverbial in South to call any tall 
gopuradwara as that of ayaciGapiean, Raya standing for a 
king of the Vijayanagara Empare. Probably the massiveness 
of the Islamic monuments seen in the mosques and 

mausoleums, made the Hancus competative and counteractive. 
Accordangly they were anduced the plan and bualt their 
temples, gopuradwaras, Mandapas, on larger and towering 


scales, and also in vast numbers, 


Further in the congregational prayers of fiuslams, 
the Hindus must have realased a strong religious link or 
bond to keep them togeth:r and unated. It resulted in a 
feeling of unity and onencss for a common cause. Hence 
the rituals in temples and other anstitutazons were so much 
claborated as never sven before to ensure congregataons 
on frequent occasions. And to facalitate the conduct of 
them varied types of mandapas, halls and other sub-structures 
were added to the otherwise comparatively simple and 


smaller temoles as ign Carlier periods. As a result we 
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see that Kalyana mandapas, Vasantotsava mandapas, Yaga 
mandapas, Vedadhyana mandapas, Uyyale mandapas, long 
pillared corridors for paligrims, separate shranes for 

the goddesses etc., came into existence and use. Sinilarly 
taking out periodical processions became popular, parti= 
Ccularly the annual car-festivals whach forced them to 


design and form long but stately car=-streets, some of 


which are seen even today. 


Again with the samvu purpose in view, the 
Wajayanayara rulers organised [the Lasara festival as a 
state function wath all slate-grancaur and pomp. This 
was attended to by their officers, nobles, merchants and 
subjects coming from all parts of their empire and in 
large numbers, this had been recorded wath all details 
by the foreign chrunaclers lake Paes and Nuniz. They 
also popularised and celebrated Holi festival with all 
joy and grandeur. All these religious and social actie 
vities formed the subjects far quite a large number 
sculptures, in bas relief, amportant ones of which are 
scen on the walls of the ' Mahanavami Dibba ', prakara 
walls of Hazararamaswamy temple ectc., af Hampa and 


elsewhere too. 


As an the past, the Vadas, Puranas, Hahabharata, 
Ranayana, Bhagavata and other religious works provided the 
themes or subjects for Vijayanagera sculptors. Contemporary 


but manor religious cults and their practic-~s have also 
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sometimes been represented an the sculptures as seen in 
Matsyendranatha, hata-yogis, Bhairava, Virabhadra, Kali, 
diagramtic linga etc., In the later days of the empire, 
sculptures of Vaishnava Alvars and Saiva Nainars became 
very popular. In few others, social customs and manners 
have been reproduced in stone. Thear contacts with people 
of other nations, particularly the Arabas and Portuguese 
had its own influences as seen in scenes showing horse= 
trading, portrait sculptures of foreign nationals etc., 
Production of portrait sculpturcs of kings, queens and 
nobles in metal and stone can be said to have been inspired 
by their contact with the South. Traditional decorative 
matifs too had thear usual place an Vijayanagara Art and 


Architecture. 


TYPES OF SCULPTURES 


{ 
The types of sculptures that were produced during 


the period are varied. Sculntures of Siva in various mani= 
fistations both ugra and saumya forms, and also in symbolic 
representations formed an important group. His assoiciates 
such as Ganesa, Nanda, Subramanya or Karttaikeya, Virabhadra, 
Bhairava, Bhikshatanamurthy etc., are also seen in good 


number. 


Next popular group is of Vishnu, his various 
incarnations, both major and minor including Seshasay 


Vishnu and others. Minor gods lake Hanuman, Garuda, Surya, 
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Naga are also well represented. Goddesses both 
Saivite and Vaishnavite are the others seen in various 


forms. 


Narrative scenes particularly from Ramayana 
were very popular. In the sculptured panels arranged in 
the Hazararamaswamy temple at Hampi, Ramayana scenes, 
Startang With the killang of Sravana Kumar contanue till 
the vactory of Lava and Kusa and Rama returning to 
Vaikuntha after the avatara was over. Other scenes from 
the Mahabharata, Bhagavata also are frequently seen, 


sometimes an series or as stray representations. 


The ones that go to present the contemporary 
social practices are the Sati stones, Hero stones, etc., 
Social scenes seen an sculptured panels are the famous 
Dasara Parade, on the outer faces of the prakara walls 
of the HazararamaSwauwy temple of Hampi. Dancing parties, 
music, hunting parties, stick dance parties, partics playing 
Holi festival with ladies and gents taking equal part 
are the others showing their amusements. Acrobats, jugg= 
lers, aninals like horses, elephants, lions, monkeys, 
bulls and birds lake parrots, stylized swans etc., too 
Formed the numerous subjects for the sculptors. All the 

{ 


above are only the amportant ones of the large variety, 


though do not fall within the scope of the present study. 
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MAIN CHARACTERISTICS 


Before analysing the chief characteristics of 
the Vijayanagara sculptures, we are to bear in mand that 
the Vajayanagara Cmpare comprased the whole of South India, 
south of the raver Krishna. That being the case, it 
comprised the territories which are papularly known to us 
as Kadamba, Pallava, Chola, Pandya, Chalukya, Hoysala, 
Kakatiya, ectc., Hence traits of all these tradatonal 
schools continued to be there in the respective regions 
though the domanatang anmpact, due to the changed trend and 
time, was very nuch prevelent, particularly arising out 
of politacal reasons. However, the predominating element 
was more a Dravidian than any other. During the Vijayanagara 
period, the main stress was on mass and variety ain thear 
creations, sometimes not strictly adhering to the esta= 
blashed canons, proportions etc., Probably master- 
sculptors were not employed all the time and for that 
reason some of the sculptures were left unfinished or 
fanisned in a crude way. Dut normally they are always 
well-proportioned as seen an most of the sculptures though 
carved even an granite media. But where the sculptures 
were preparcd in black-granite or green chlorite schist 
they were better carved, and fanashed witn more details 
of decoration, expression etc., and as per the canons of 
iconography. Probably these were few and were executed 


by the master=sculptors only and not by others. Such of 
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them normally meant to be the main deities and to be 
worshipped an the temples. These were executed with 
extra care and skill unlake those that were to serve as 


decorative pieces, 


During the early days of Vijayanagara empare, 
the temples were of modest dimensions lake the later 
Chalukyan ones. And so was the sculptural art. But when 
the empire expanded some time Later, extending over the 
entire South India, 1t had to assimilate thoughts and 
ideas of other schools and regions whach influcnced the 
creation of temples and sculptures in bagger asmoReeene 


and imasSive sizes. 


The Vijayanagara sculptures are quite often less 
ornate than che Hoysala or the Chola, in whatever media 
they executed. But they normaldy followed the traditions. 
The sculptures of Vajayanagara period which are massive 
are with vitality and force. They are more stylized, 
bold an depiction and massive but balanced in conception 
and exccution. Propraaturc was a special tajent of the 
Vijayanagara sculptor, The anatomy of the figures pro- 
duced by the Vijayanagara sculptor was still an.ideal one 
as embodaed in the scriptures of the Hindus and as con- 
ceaved and executed durang the earlier schools of sculp- 
turing. They are yet close enough to nature to carry 


the spark of lafe to convince the beholder. Yet, sometimes 
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to the keen eye are visible the degenerated elements 

an that plastic art as can be seen in the unrealiscic 
curves of the bodies, expressionless faces, disprapor= 
tinate a onic crudely finished kiritas, ornaments etc., 
This may be partly due to the media of granite stone, a 
large grained stone, in which tne sculptor had to work 
hard to express his ideas and visions, Gn the whole the 


achieveuents of the Vijayanagara sculptors are simply 


admarable and thrilling to the beholders. 
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INTRODUCTION 


Siva is one of the great gods of the Handu 
Tranity. The most sacred and most ancient work of the 
Hindus, Rig-Veda evokes his presence in its hymns. Vedic 
myths a vituals etc., testify to his existence from the 
dawn of tame. Though, he is specially assoicated wath 
the act of samhara, that as, cestruction or pralaya or 
absorption, in the Handu concept of Trinity, Siva is no 
less assoicated with the other two aspects; sristi, that is, 
creation and sthiti, that is, preservation which are 
generally attrabuted to Brahma and Vishnu respectively, 
the other members of the triad. He 1s also endowed wath 
the act of anugrah or prasad, that is, conferment of grace 
and power of conccalment or shecuwatien - Siva has also 
been conceived as the Lord of all the created beings and 
is often described es Pasupati, Bhutapati and Bhutanatha. 
He is the great Lord, Nahesvara, the greatest of the Gods, 
that is, Mahadeva; the beloved husband of Uma, that ais, 
Uma-Pati and is the chief possessor of Maya. In the early 
and medieval Brahmanical texts, he is described as the 
origanator and the best exponent of various aris and acco- 
mpalishmenws 5 such as those of deep concentration in Yoga; 
expounding, that as, vyakhyana, the sastras, music, 


dancing etc., 


Iconographically, mythologically and also 
phalosophically the posation of Siva is simply supreme 
and to some extent bewildering ana astounding. He is the 
most ancient god who received homage and worshap in the 
dascant past on accuunt of whach the scholars have consi- 
dered him as Pre=Vedic and of Indus Civilization ae Siva 
is generally worshipped an the form of phallus, that is, 
Linga fixed on a pedestal. The phallic cult has been 
traced to very ancient times, its oragin, however, being 
still in mystery. His phallac emblem 1s the common 
propriety of the whole af India, every street, every corner 
in a town or vallage, even forests, mountains, bushes, 
ravers and tanks, abound in the phallac amage of Siva. 

He is the most popular and universally adored deity whose 


honoured place ain the Handu trinaty 2s well known. 


According to the Rav-Vegda, the Vajasancyi Samhita. 
of the Yajur-Veda : and the Atharvana-Veda o the word Sava, 
meaning the ausp2ci10ous, occurs as an epalthet of Rudra - 

The epic or puranic Siva undboubtedly had his pre-Vedic 
proto=typcs. Rudra was the Vedic counterpart of Sava. 

The worship of a god samalar in some respects to the puranic 
Siva scens to have been well in vogue among the early Indus 
Valley people. The name of this pre-Vedaic proto-type is 

not known, but Rudra continued to be ane of the principal 
names of Siva in the epics and Puranas ia The Svetasvatara 


Upanishad, a theistic text extolling the glories of Rudra, 
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uses the word Siva several tamus as one of Lhe various 
8 
nemes of Rudra -. The Hrahwanas use such namics aS Siva, 
es g 
Rudra-Siva, Mahadeva ~, flanesvara and Isana for cenoting 


thas great god. 


The physical description of Rudra is found in 
a number of hymns an great detail. For example, in some 
places; he as said to be tawny in colour and in others 
of a very fair camoplexion, with a beautiful chin; wearing 
golden ornaments, youthful and havang specially braided 
hair on his head. He carries in his hands a baw and arrows 
and is described, an some hyians as wielding the thunder~ 


bolt Ae 


He is, throughout the Vedic period, identified 
with Agn2 and is also saad to have given birth, by his 
contact wath Prithvi, that is Earth and the Maruts, that is, 
Wind. Accordang to Atharvana Veda, ' Bhava (Rudra) rules 
the sky, Bhava rules the earth and Bhava hath filled the 
vast atmosphere’ and further, it mentions names such as 
Bhava, Sarva, Sahasra-HBhau, Mahadeva, Pasupati, Rudra, 
the slayer of Ardhaka, the later Puranich of Andhaka, 

Ugra and Isana, used as synonyms of Rudra a t might 

be remarked that all these names are applacd at present 

to Siva-Rudra, who 3s a later addition to the Hindu triad. 
Such well known names of Puranic Siva as Sambhu and Sankara 
SHaveRtive of his beneficent nature occur as many epithets 


descraptive of the dark and faerce aspects of the god 7S 
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In the opinion of Banerjee 12 ' it is not possible for 

us to determine the exact date of the complete emergence 
of the cult centering round Rudra-Yiva. The process of 
its evolution was undoubtedly gradual and several literary 
date of the pre-Christain period seems ta indicate the 


stages of its growth and development ', 


According to Satapatha~Brahmana ae ' Agni is a 


god, these names, Sarva, as the eastern people call hin, 
Pasunampati, Rudra and Agni '. The names other than Agni 
are ungentle (asanta), Agni, who is the same as Rudra,had 
has abode in the sky as the sun, in the atmosphere as the 
lightinang and fare. Hence, he receives the name Trgambak 
or three mothered. The rdentaty of gna wath Rudra, the 
barth of Kumara of Skanda as mentioned in Nahabharata 


aundicates the possibilaty that Rudra, who was the same 


as Agni was the father of Kumara a or Skanda. 


From the Puranac period onwards, Agni occupies 
minor postion and Rudra emerges anto one of the supreme 
and he is often found to claim superiority over Vishnu 
and Brahma, Rudra retains his attrabutes as the destroyer 
and the terrifac. Several Puranic legends 16 describes 
him as ' assuming the forms of the gods Vishnu and Brahma, 
of men, of bhutas and other beings, of beasts, anc of 
birds, he is the soul of the universe and pervades through it 


he dwells in the heart of all ecrcatures and knows all 


their desires, he carries a discus, a trident, a club and 
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a sword, he wears a girdle of serpents, ear ornaments 
composed af serpents and a yajnopavita of serpents. He 
has braided hair and matted locks, frequents cemeteries 
ang performs awful rites, he is now a mild yogi and also 
terrible. He is said to possess in every age the nature 


of Narayana, that ais, his tamasic nature '. 


Siva-Rudra as represented as dancang in an 
ecstacy when he is known by the name Nataraja, as a nacked 
fagure engaged ain begging for cooked rice, when he is 
called the Bhaksatanamurti and so forth. Patanjali refers 
to Sava as well as Rudra several tines. Rudra is twice 
described as the gad to whom animals are sacrafied, that is, 
' Pasuna rudram yajate ' and an two other passages the 
medicinal herbs of Rudra are called auspicious ' Siva 


rudrasya bheeaji ' ae 


The birth of Rudra (Siva) is mentaoned in various 
Puranas lake Satanatha-Brahmana, Vashnu-Purana and Markandeya 
Purana ete., The account of the birth of Rudra as found 
in the Vishnu Purana Me, which is almost adentical with 
that given in the f.,arkandeya Purana, runs as follows:= 
' at the beginning of the Kalpa (aeon) Brahma, was medi-~ 
tating upon begging a son similar to himself. At once a 
body of blue and red colour was seen sitting on his lap 
and weeping loudly, Brahma asked the boy why he was weeping. 
The boy answered ' give me a name ', Brahma conferred ham 


the name ' Rudra ', But the boy wept again and again for 


ileal ads Sa mipianion, tw ew wet ‘oe Bie iat Aye, — + « - ney a oS ee ee ee ee a ere a eee a 


seven times more and obtaaned seven more names namely, 
Bhava, Sarva, Isana, Pasupati, Bhima, Ugra and akedaval’ 
Thas vas ashtatanu murthy, the deaty with eight aspects, 
The different names of Siva as wahadeva, Dhurjati, 
Nilakanta, Sitakanta and Tranetra, etc., have been narrated 


at length by Gopanatha Rao, in his monumental work on 


Handu Iconography. 


LINGA 


Though Siva is worshipped under various names 
in anthropomorphac forms as destailed above, genctrally, 
he 1s worshapped in the form of phallus, that is, Langa 
fixed on a pedestal. The phallac cult has been traced 
to very ancient times, ats origan, however, being still 
an mystery. The chief amage in the central shrine of a 
Sava temple, is, in a large majority, a Langa and very 
rarely wath anthropomorphic images of Siva. The worship 
of the creative energy of God, interpreted by the sense 
perception of man and xrorepresented by the symbols of 
Yoni and Linga in unaon, has apparently been as old as 


man hamsel7. 


The earliest references to the phallic worship 
are found in the Rag-Veda, where the phallus is called 
Sisnadeva. when we come to the Puranas, the references 


ite 20 
are many and more as explicit. The Skanda Purana 9 
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says that ' sky is the shaft and the ecarth its pedestal, 
all gods dwell in the Linga, since tne whole creation 
finds its origin and rest there, it receives the name 
Linga '. According to Markandeya Purana on ' Rudra and 
Vishnu are the creators of the universe and they form the 
Ardhanarisvara aspect of the former deity. Here the 
allusion is to be the Harvardha form of Siva, in whach 

the female gunerative princaple is inseparable and are 
ever found together in cosmic evolutaon is Lhe real import 
of the Ardhanarasvara or Haryaruha forms of Sava, the same 


ideas also conveyed an'a brief way by the symbols of 


Linga and Yoni ', 


According to Langa Purana oe ' the pradhanay 
that 1s, the sustainer of the Linga and the pedestal of 
the Linga is Uma (jlahadevi) anc the Linga is the vasible 
liahesvara ', A more expressive allusion to the generative 
power of the Linga and Yoni, the essence of the Siva cult 
is found an the Vashnu Purana, wherein Drahma asked Rudra, 
born of has anger, to davade himself, whereupon Rudra, 
divided hamself into two, a male and a female portions. 
The epithet ' urddho-keso mahasepho nagno vikrita lochanah 
occuring in the Mahabharata 1s also worth noting an this 
connection. Sankaracharya in his Saundarvalahara va also 
says ' when Siva is united with Sakti, he is able to 


creatc, otherwise, he is unable even to move ', 


The earlaest known Lingas are one at Gudimallam 24 


an Andhra Pradesh and another at Bhata ee. now preserved 
in the Lucknow liuseum, an Uttar Pradesh. 


’ 
. the Langas are broadly divided into two chasses 


namely ' Chala ' Lingas and the ' Achala ' Lingas, that is, 
moveabls and ammoveable langas. The achala Langas are 
large and of stane whach are parmancntly set up an the 
central shrane of Siva temples, The chala Lingas are 
moveable ones and are divided into mrinmaya ( those made 

of earth); lohaja ( those made of metals); ratnaja ( those 
made of precious stones) and kshanika ( those made for 


the occasion and disposed off ammedaately after use). 


The Langa as, generally faxed in a circular of 
quadrangular ruceptacle on a high wonolathic pedestal 
known as Yoni, panavatta or ovadaiyar. In a Linga thr 
square bottow part of the shaft is believed to represent 
Brahma, the octognoal middle part Vashnu and the circular 
upper portion Sava. The vertacal lanes on the Linga is 
known as Brahma sutras, wathout whach the Linga does not 
become complete and fit for worship. The two vertacal 
lines are engraved on the surface of the Langa known as 
Rudra bhaga or the pujabhaga, as 1t as often mentioned 


an the Saivagamas. 


Lingas are generally setup on the pedestals 


known as the pindikas or pithas. These may be square, 
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rectangular, octogonal, elongated octagon, hexagon, 
@longated hexagon, duodecagon, elongated cuodcecagon, 
sixteen saded, regular or elongated, circular, elliptical, 


triangular and sami-carcular, in plan. 


Sometimes a sangle Langa is known by the names 


' gahasra ' (the thousand) Linga 26 (S1,o... 7 & 2) 


It is davaded into twenty five facets, each of these 
later having maniature reoresentations of forty Lingas 


and making up thus the number one thousend. 
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At Hampi, all'the above detailed types of 
icons or relicf sculptures of Siva seemed to have not 
been popular with the sculptors. Unly sclected types as 


dealt below have been melt with. 


Siva is represented in sculptures aes a pacific 
( saumya ) or as a terrific ( raudra ) deaty. Each of 
these groups again can be sub-divided under two broad 
heads on the basis of the myths comiuonly associated with 


the god. 


The later calegory of amages have been given 
various names mainly of a descriptive character in the 
iconographic texts collected an the Saiva Agamas namely, 
Chandrasekhara, Uma-Sahita Alinga Chandrasekhara, Vrshabha- 


vahana, Sukhasana, Uma=fahesvara, etc., These names explain 
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the different varieties of Siva images, fhe first three 
depict the god slanuang cather alone or in ccmpany of his 
consort Uma, while the other three cenict Siva as seated 
either alone or accompanied by Uma and sametimes both Uma 


and Skanua,. 


Uther placid forms of Sava are Dakshinamurti, 
Netyamurti etc,., Siva-lNataraja, dances various types of 
dances as Tandava, Lalita, Lalatatilaka ctc., which are 


27 


gescribed in Bharata! Natyasasira . 


The sculptures of ghora or raudra form of Siva, 
are called Bhairava, Virabhadra, Virupaksha, Gajasamharamurti, 


Tripurantakamurti, Kalarimurti, Kamantakamurti, etc., 


Another group of Siva sculptures depictang : 


has placid aspects are Ardhanarisvara and Harihara which 


emphasise in a way the syncronisation of central deities 
of different cults, Saava, Vaishnava and Sakta. But 
sculptures of this type seemed to have not been popular 
with the Vajayanagara sculptor, as such few examples 


are seen at Hampi.. 
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(I) SAUMYA MURTI OR PACIFIC FORMS OF SIVA 
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(a) UMA=MAHESVARA MURTI 


Uma-Mahesvara murti comes under the category of 
sukhasana. According to Vishnudharmottara 28 ' the image 
of Siva and Uma should be seated on a seat, embracing each 
other. Sava should have a jatamukuta on his nead wath 
crescent moon stuck in at, he should have two arms, an the 
raght one of whicn there should be a nilothpala flower 
ang the left one should be placed, to embrace, on the left 
shoulder of Uma. Umadevi should have her raght hand 
thrown in embrace of Siva and should keep in her left hand 
amirror, The fagure of Siva and Uma should be sculptured 
very beautifully '. Whereas Rupamandana oo states that 
' Siva should have four arms ana that in one of the right 
hancs there should be a trisula and 2n the other a matulinga 
fruit, one of the left arms should be thrown on the shoulcer 
of Uma and there shosuld be a snake in the other left hand. 
The colour of Sava should be red like coral. There should 
be. in thas group Vrashabha, Ganesa, Kumara and a lean 
emaciated figure of tie dancing rishi Bhringi, all these 


arranged in an artistic compostion '. 


Gopinatha Rao yo has illustrated few sculptures 


of Uma-Mahesvara from Bagali, Uastrict Bellary, Aihole, 
Uistract Bijapur and Haveri, Uistrict Dharwar, all the 


“ 


three from Karnataka and one from Ellora of Maharastra. 
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The Bagali sculpture has Uma seated upon the left lap of 
Siva and has her right hand taken round in embrace and 
resting upon the suman sade of the chest of Siva and carrics 
in her left hand e matulanee fruat. The front right hand 

of Sava is held an the abhaya mudra and the front left 

hand as placed on the shoulder of Uma. In the back left 

and right hands are trisula and damaru respectively. Uma's 
hair has been done up an a fine side knot. Qn the 


prabhavali are sculptured the miniature figures of asta- 


dikpalas. 


Only sculpture of Uma-liahesvara of Vijayanagara 
period from Hampi, whach is preserved an the Archaeological 
liuseum, Hampa2 (Sl.No. 3 ) does not adhere to any of the 
descraptions of Una-flahesvara murti, given in the texts 
mentzaoned above. This 2s a glaring departure of 
Vajayanagara sculptor wh:ch can fiot be explained properly.’ 
The only sculpvure of ‘has group available ain crudely 
Finashea even after giving reasonable margin to the media 
(granate stone) the sculptor had to tackle wath. The 
limbs are stumpy, the details are not minute. The features 
are expersionicss, the seated posture is als not ampre- 
ssive, The sculptor can not be branded as not knowing the 
ancient canonical texts on iconography or the cxamples of 
such sculptures. As already refered above in thés very 
district (Bagali) there are the fine examples of this 
group of Uma-hahesvara murti but executed in green chlorite 


schist. 


Here it may be mentioned that this type of 
Uma-Mahesvara was adopted on the obverse side of the gold 
coins issued by the Vajayanagara kangs. Ofcourse this 


was not the only one type seen on thear coins. 


The saranaity of this group and the crude fanish, 
probably indicate that this type of anthropomorphac sculp-= 
tures of Siva were not so much Favoured by the worshippers 


of Hampi during the Vajayanagara period. 


Uma-llahesvara (Acc.No.0448) Siva as Uma- 
Mahesvara, shown as sealed ain lalitasana on a two tiered 
pedestal, having four arms, holding a sword in the lower 
right hand, a damaru in the upper raght hand, a trisula 
an the upper left hand and a bowl ain the lower left hand. 
He wears karandamukuta, tucked wath crescent moon to the 
left, car-rings, necklace, chest band, waast girdle, 
yajnopavita, wristlets, armlcts sae anklcts etc., 

Uma 2s seated Lo the left sade of Mahesvara in 
lalitasana posture, having four arms, halding a sword in 
her lower right hand ana a damaru in the upper raght hand 
while trisula ia in uper left hand and a bowl in the lower 
left hand. She also wears karandamukuta like Mahesvara, 
@ar rangs, necklaces, wristlets, armlets, waistegardle, 
anklets and loose anklets. The drapery is shown as hanging 
upto the left foot. There are three chiselled holes for 


faxing garlands to the deities, at the time of worship. 
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(b) PASUPATASTRADANA MURTI OR KIRATARJUNA MURTI OF SIVA 
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An account of the gift of the weapon Pasupata by 
Siva and to Arjuna is narrated in the Vanaparva of the 
Mahabharata ae ' Arjuna beang advised by Indra to beseech 
Siva to grant him the powerful pasupatastra to fight succ~ 
cessfully against the Kauravas, Arjuna went to the Hamalaya 
mountaans, where he began to observe severe austerities 
for pleasing Sava. Sava assumed the fori of a kirata 
(hunter) approached Arjuna and asura in the form of a boar 
to attack Arjuna; Arjuna having seen the boar comang against 
ham aimed has arrow against at, but the kirata disputed the 
right of Arjuna to shoot the boer whach he was the first to 
aim at. There was a faght ensued between kirata and Arjuna 
in whach kirata was uniformly unsuccessful. Later Arjuna 
regained his seénses and recognised in the kirata-Siva 
himself and fell at the feet of Siva and praised him. Siva 
admired the strength and courage of Arjuna and blessed 


with the powerful weapon pasupata ', 


Kiratarjuna murti of Sava should have four arms, 
three eyes and a jatamukuta on has head. He is adorned with 
all other ornaments and wearing a yajnopavita. Has colour 
is red, standing in samabhanga posture, Soeeyane- an his 
hands the dhanus, the bana, the parasu, amd the mxiga. 

Arjuna is to be seen standing on the raght side of Siva 
and Parvati on the left. Arjuna should be represented 
standing wath his hands held in anjali mudra and head adorned 


with a jatamukuta but with all ornaments. 
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Gopinatha Rao, has allustrated two sculptures 
of Karatarjune murta of Siva from Siva temple at Tiruch= 
{ 


chengattangudi and another from Srisailam, in his work 


on Hindu Iconography ae 


The sculpture of Kiratarjuna murta of Siva and 
Arjuna, depicted on the north-eastern side of the outer 
wall of the ardhamandapa of Virupaksha temple at 
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The panel depicted et the base of a pilaster. 
Arjuna is shown standang on one leg, wath his raght hand 
raised over his head and has bow hung on his left shoulder. 
He is standing under a tree . He is represented in dimu- 
nitave form. As though, to maintain symmetry, a kirati 
with a Bow Here aun her Left hand is fagured on the lower 
part of ancther pilaster. The central theme is flanked 
by the above, bestowang of the pasupata by Siva to Arjuna. 
Siva decorated with a kiritamukuta and accompanied by 
Parvati, is seated on Nanda (bull), whose left front leg 
as raised, indicating movement. Siwsa is nolding an arrow 
the pasupata_ in his left hand and as an the posture of 
offering it tn Arjuna. Arjuna standing in front of Siva 
and Parvati seated on Nandi, wath his hands held in 
anjali_ mudra. He wears a kiritamukuta and his bow is hung 


on has left shoulder, 
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(c) NANDISANUGRAHA MURTI OF SIVA 


teen et seen Mant anh eee pak tr ae 


Nandakesvara 1s an important adjunect to the 
family of Sava. When Nandi'ts tenure of Jife on the earth 
was camang to an end, he prayed intensavely to Siva to 
grant him a longer lease of lafe. Siva appearea anc 
granted him has prayer, as also the command over a portion 
of has ganas. At once he came a duplacate of Siva wath 
three eyes and ten arms. Sava ordered his cunsort Parvati 
to treat Nanda thenceforth as her own son. Wandi vas 
afterwards crowned as the lord of ganas and was warracd 


= 


to Suyasa, the daughter of che Narut ganas. 


A sculpture of Nandasanugraha murti of Siva kept 
at the entrance in the garbhagraiha of fiallakarjuna temple 


at flalapana gudi ( Sl.No. 5 ). 


Siva is shown as sated in padmasana on a pedes‘al. 
He has four hands, the lower raght hand 1s held ain abhaya~ 
mudra, the upper raght hand holds trisula, the upper left 
holds a damaru and the lower lefl hand as kept on the 
body af Nanda in the form of granting anugraha to Nandi. 
His hairs are spread disevalled and jatas are hanging on 
either s:de. lle wears kundalas, hara, waist-girdle, anklets, 
weistlets, The face of Siva is defaced. This is an un- 
conventional type of Nandasanugraha murti, of the 


Vajayanagara period. 
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(II) RAUDRA MURTI OR TERRIFIC FORMS OF SIVA 

Under the terrific aspect, Siva is known by 
several names, each one heing andacatave of the destruction 
of a particular malevolent and troublesome demonical being. 
Siva is represented an sculptures known as Gajasamharamurti, 
having killed an elephant formeu asura; Kalarimurti, as 
having killed Kala, the god of ceath; Kamantakamurti, 


because, he burnt down the god of love, Kama, who cane to 


mgddle wath his austerities. 


(a) GAJASAMHARA MURTI OF SIVA 
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a 
Kurma Purana states that ' when several 


Brahmanas gathered round the linga named Krattivasesvara 
in Kasi (Benares) for worshipping, an asura, who assumed 
the shane of an elephant, came near at to disturb the 
medatation. Then Sava came out of this langa, killed the 
elephant-asura and made ats skan as his upper garment !. 
Though different authorities give different accounts and 
differ from one another, the fact that Sava kalled an 
elephant-asura and had the elephant skin as his garsent 


is common to all. 


The descraption of Gajasamharamurti of Sava in 
26 
Amsumacbhedagama runs as follows. ' Siva in tnis aspect 
may possess four or Gight arms; if there are only four 


arms, one of the raght hands should hole the pasa anc the 


other the skin of the elephant, whale the two l:ft hands 
should hala the tusk of an elephant and the skin of an 
elephant respectively. If there aré eCignt arms, three out 
of the four raght hands, snould carry the trisula, the 
damaru, the pasa while the fourth to hold the skin of the 
elephant; of the left hands one should be held in vismaya 
pose, another catch the skin of the elephant and the re- 
mainang two carry kapala and tusk of an elephant respec- 
tively. The left leg of Siva should be planted faraly on 
the head of an clephant-asura wiaile the raght leg should 
be bent and lift up above the thigh of the nother leg. 

The tail of the elephant should be vasable over the mukuta - 
of Siva. The skin of the elephant should be so arranged 
as to look like a prabhamandala to the amage of Siva. The 
amage of Siva should be adorned wath all ornaments and 


have the garment made of silk and tiger's skan '. 
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Accordang to Salparatna and other 
' in the raght hands of Sava, there should be the trisula, 
a sword, the tusk cf the elephant and skin of the elephant, 
whale an the left hands e kapala, a shield, a ghanta and 
the skin of an clephant. The left leg oY Sava must be kept 
farmly on the head of the eclephant and the right one bent 


and held as in the utkutikasana nosture !'. 


Gopinatha Rao oe has illustrated Gajasanmharamurti 
from Amritesvara temole at Amratapura; Hoysalesvara tumple 
at Halebidu from Karnataka and bronze sculptures from 


Tamil Nadu. 
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The sculpture of Gajasanmharamurts of Sava 
(Sl.flo. 6) depacted on a piller in the ardhamandapa of 
a ruined Sava temple at Tammalapura, District Jellary, 
Karnataka. Here Siva is shown as standing in tribhanga 
posture, on the head of tampered elephant~-asura. The skin 
of the elephant 1s spread and shown as a prabhamandala,. 
He has four hands, the upper raght hand holds a trisula, 
the upper portion of trisnbla as kept downvords as if 
pearcing the head of the elephant and the upner lefl hand 
holds the ankusha whale lhe lower right and left hand are 
Supporting the skin of the elephant. The rear lers of 
the elephant are seen at the tap on sices and the front 
two legs are seen below. Siva as shown as wearing a long 
kiritamukuta, karnakundalas, necklaces, armlets, wristlets, 
waist~girdle, dothi, long vanamala, anklets etc., Head 
of an elephant wath als trunk is seen below the feet of 
Siva, The bone ribs, skan and four legs of the elephant 
are clearly depicted and in the centre Siva is shown as 
standing in tribhanga posture, a characteristic poslure 
with the Saiva sculptures, at the hands of the sculptors 
of the Vijayanagara period. The sculpture of Gajasainhara~ 
murti is well proportaoned and beautifully carved on one 


of the faces of a granite pillar. 
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(b)  KANANTAKA MURTI OF SIVA 


According to Linga Purana ae ' efter Uakshayani, 
the farst wife of Siva, cammitted sati by plunging into 
the fire, because her father slighted her lord Siva by not 
offering oblations to ham. Sava sat on the Hemakuta and 
began to practice severe penance. In the mean time the 


a 


asura named Taraka began to cause havoc to tne gots. They 
knew that the only person who coula destroy thas demon 

was a son born to Siva. So Siva had to be davertec fron 
his austerities and be induced to beget a son for the 
purpose of destroying Taraka. Kama, the god of love, was 
deputed by all the gods, to create lascivious thoughts in 
the mind of Siva. Kama appeared before Siva and attacked 
him with has flowery arrows. Infurizated at the disturbance 
caused by Kama in has mand, Siva opend has third eye and 
emitted flames of fare and reduced Kama to ashes. Later 
Siva fell in love with Parvati and married and begot 
Kumara or Karttikeya and who in turn killed Tarakasura, 
thereby satisfying the wishes of the gods. At the entre- 


atiaes of Rati, the wife of Kama, Siva promised her that 


Kama would be reborn as Pradhyumna ', 


The Uttarakamikagama, the Suprabhedagana and the 
Purvakarnagana state that ' Sava as the Kamantakamurti 
should be represented sawilar to that of Yoga-UVakshanemurti, 
before which the figure of Kama or iianmate should be sculp~ 


tured carrying an his hands flowery arrows and a bow mace 


of sugar=cane and beang in the company of his consort 

Rati. The arrow should be held by Kama an his rayht hand 
and a bow an his left hand. The heaght of the fagure of 
Kama may range from one to sevententh of that of Siva. 

QYiva should have three eyes, four arms, and his hvad adorned 
with jatamukuta, he should have a terrific look and carry 

a snake and an akshamala in the upper two hands and the 
lower two hands held an dhyana mudra. Kama should be 
sculptured as having fallen down at tne mere glance of 


Siva ee 


The mural paintang in the Virupaksha temple at 
Hampi, as worth notacing since 1% depicts the story of 
Kamadanana or Kamantakamurti (Sl.No. 7). This is a rare 


but a beautiful paanting of the early 16th century. 


The panel is denicting mythological scene of 
i +s 39 ‘ , 
Kamanataka murt2 or Madana Vijayama ~. Kama is also known 
as Manmatha and Pradyunna, He as also known as lexica= 
grapher. He ais recognised as the son of Krishna~Vashnu 


and his consort is Rati (Love). 


Kama, god af love, is nortreyed as standing in 
a chariot with the Superstructure of a temple, a typical 
Vijayanagara roof, a little gopura and the garbhagriha 
behind it. He as attacking Siva with his arrow of flowers 
at the request and anstagation of the devas including 


Brahma, Vishnu and Indra, from a charzot drawn by a parrot, 


with a bow of sugar-cane and the arrow of flawers in has 
hand. Siva as shown seated ain the yogac pose, clan, serine 
anc lost an austere medatation attended by two devotces 


and Nandi. 


Rati, consort of Kama is also seen in the 
Chariot behand kama, standang an an attatude and wath 
express20o0n of pleadang to her husband not to venture an 
dasturbing Siva. Fagures attending on Siva are also quite 


expressive of the awaiting dasaster, 


Kama is fully cressed wath a spotted dhoti, a 
long shawl, whach drops in front of ham an a curve and 
falls on either side of ham an qraceful folds. He wears 


a waist band, ear rings, armlets, karitamukuta etc., He 


is kneelang down on his raght knee and with has left knee 
Sslaghtly bent 1s shooting his great arrow, graced wath 


flowers. 


An amportant thang to be noted here as that the 
river Tungabhadra and the Pampa Sarasu, on the benks of 
whach, 2t 2s supposed that Siva sat in p@énmance, are shawn 


an colour at the feet of Siva. 
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(c) KALARI MURTI OF SIVA 


The Siva Purana oe gives a Getajled accaunt of 
how Sava got angry wath Kala, the god of death, and kacked 
ham. The Purana says, ' that the Rasha, licikandu, was lang 
without a son ana he praved to god Sava that he nav be 
blessed wath sons. God Siva appearcd and asked ham if he 
would like to have a large number of useless sons or alter- 
natavely only one remarkably antelligent but wath tas lafe 
limited to sixtecn years, The Rashi asked for the latter, 
and Siva blessed ham accordingly. lanasvani, the wife of 
Rishi, ian course of tame bore ham a son woo was called 
Markandeya. When Markandeya, remarkably antelligent, grew 
up the hearts of the parents began to weagn with sarrouw, 
for at the sixteenth year of his age he was destined to 
dae. When Markandeya came to know of it, he resolved to 
offer pujas to the gods at all amportant places of pala- 
grimage. The traditions say that ancourse of has oaligri- 
matzrons he reached, Tarukkadavur in Tanjore Dasirict of 
Tamazl Naqu, where, he antently absorbed in worehaprang 
Linga cnshrinea in ats temple. Yama, the god of death, 
sent has emiassaries to band the liarkanceya's soul. The 
emassacies reported that they failed to do su, Then Yana, 
proceeded in person to concuct the operation against the 
life of tiarkendeya. He succeeded an binding wath the 
Hrahma sutra, but S2va burst out of the langa and forced a 


kick on the chest of Yama, and almost kalled him when he 


came to his senses and prayed Sava for his fault. Siva 
then blessed Itarkandeya to be as one of the charanjivis 


(immortals) ', 


This beautaful story is often seen ovroctuated 
an stone and colour 12n many South Indaan temoles and Siva 


in the act of chastising Yama is known as Kalari murti. 


Accordang to Amsumadbhedagana os ' the amage 
of Kalari murti as to have ats raght foot placed upon a 
padmapitha and the ieft leg lifted up so far high as to 
reach the chest of the figure of Yama, over which the toe 
of Siva shoule rest. Sava should have three eyes, lateral’ 
tusk, the jatamukuta adoring the head, four or eight arms. 
If four arms, one of the right hands carrying a sula or be 
held an the hand trisula, lifted up as far as the ear, 
the other right hand may carry sula or be held an varada 
mudra, The Front left hand should be an suchi pase and 
the back left hand in vismaya pose. If Siva has eaght 
arms, the right ones shoulo bear in them the sula, the 
parasu, the vajra ana the khadga while remaining two hands 
held an vismaya ana suchi poses respectively. Whe colour 
of Siva here is red and acorned with all ornaments. Kala 
or Yam should be represented wath two arms, side tusls and 
adorned with karandamukuta. One of his hanas should carry 
the pasa or Brahma sutra and the remaining hand shoutd 


be doing anjali pose to Sava and looking upto Siva for 


grace ', 
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The Kamikagama ae describes that ' the fagure 
of Siva as Kalari murti, be represented es rasany from 
the linga whach liarkandeya was ‘iorsnipping and the figure 
of Yama be standing by the sade holding Brahma sutra in 
has hand. larkanceya should be seated near che langa wath 
flowers for offerang and has face should andacate the feer 


due to the appearance of death rather than happiness at 


the appearance of Sava for has rescue ', 


4 
Gopanatha ao o. has allustrated few sculptures 
of Kealeri murti frem Dasavatara Cave at cllora, Kaliasa- 
natha temple at Cllora an the Maharashtra and Pattasvaram 


2n Tanjore bastract and Taruchchcngattangud2 an Tamal Nadu. 


A beautaful fagure of Kalari murta of Save ais 
depacted on the Front face of the wall of maan entrance 


gopura of the Virupaksha temple at Hampi (Sl.No. 8 ). 


The panel is depicting the story of [:arkanceya. 
The boy fiarkandeya is shown as embracing the Langa, whach 
is shown as installed an a mandapa with sikhara at the top. 
To the left sade of linga as shown that Kala or Yama, the 
god of death, tiaving thrown the pasa around the neck of 
boy and pulling. On the raght sade, Sava as depacted as 
prercing his trisula anto the body of Kala, who has fallen 
at the feet of oiva.e Kala, fallen at the Feet of sava, 
is shown as hands held in anjali mudra and preying for 


mercey. Siva has four hands, the lower raght ana loft 


hand hold the trisula in the act of piercing Kala, anc 
the upper hands hold some objects which are not cluar 

due to over=coataing of white wash. He wears kiritamukuta 
@ar rings, and other usual ornanents worn by Saiviate 
deities of Vajayanagara pyvriod,. The left leg as plantea 
on the body of Kala while the raryht leg as raised little 
as 1f to keep balance of the body while uravang the 
trisula anlo the body of Kala. fhe other details are 

not very Gloar because of overcoating cf whitewash on 
the panel. However, the story of Kalari murta of Siva 


and fliarkandeya is clearly seen an this panel. 
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(d) TRIPURANTAKA MURTI OF SIVA 


Karnaparva of the liahabharata me states that 
' the three sons of Tarakasura named Viuyuninali, Tara- 
kakasha and Kemalaksha, having performed great pGnances, 
obtained boon from Brahma, that they should occupy three 
castles whereupon they should move es they desired and 
that after a thousand years, the three cestics should 
unate ints one and shall be only destroyable wath @ single 
arrow, The asura architect Maya built them the three 
castles, one of gold in the heaven; another of salver in 
the air; and a third of aron on the earth. The asuras 
occupied each one a castel and started meving freely and 
harassing gods and rishis. Then all the gods requested 
Brahina as to the means of destroying these asuras. He 
told them that they could only be killed wath @ sangle 
arrow which can be waelded onlyby Siva. Then all the 
gocs prayed xm Siva to kill the asuras. Siva demanced 
all the gods to spare thcar powers (sakti) t32 add to his 
own strength whach they readaly oblincd. Upon that Siva 
becans Ilahadeva. Vishnu beceme his array, gna its barb 
and Yama its feather. fiahadeva mace the Vedas his bow 
and Savitri has bow string. Orahma became his carioteer 
with tie three barbed arrow consisting of Sona, mqgni and 
Vashnu, the castles vath thear anhabatants were destroyed 


by fiahadeva '. 
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The destruction of the Tr san tales iyo as 


given in the Amsumadbhedagama a8 alone are nat less than 
@ight Gifferent forms. The conmnon features of the eaght 
forms of Tripuranataka murta are all af red colour cenple- 
xion, have ane face, three eyes and have Ueva on the left 
side, In this aspect Sava is guaded by a passion composed 


of the satva and the rajo gunas. 
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Gopinatha Rao has illustrated Trapurantaka 
murtas from Kazlasanatha temple at Ellora, Dasavatara 
Cave at Ellora in Maharashtra and Karalasanatha temple at 


Kanchi, Sundaresvara temple at Madura in Tamil Nadu. 


The mural paanting of Tripurantaka in the 
Virupaksha temple at Hampi ( S1.No. 9 ), is most interesting 
and noteworthy whach is of 16th century. This is a 
masterpiece of Vijayenagara painting Ccepicting Siva as 
Tripurantaka murti attacking from his chariot, the thrue 
demons of Trapura on, The earth has been used as the 
chariot, the sun and the moon Porn the wheels of the 
charaot. The chariot is drawn by the four horses, that 
is, four Vedas, which have been hatnessed a rein of che 
four hooded naga (AGisesha). And these reins are held by 


four 


the charioteer who 28 none other than Brahira, the 
faced seen promanently wath his four crewns. Wanda as 
seen followang has master's chariot, as a body guaru. 

nh Nagin2 is seen falkewxnyxkxaxnenx hoidang an umbrella 


over the head of Siva. He as fanned by another fagure. 


Siva is shown here as a well built, three eyed. 


He has four arms, mwouslached, bearded and atorned with a 


kiritamukuta and a number af ornaments. He as elso wearing 


ratnakundalas. lie 1s stangaing an the alida pose with the 


mento 


mandaraparvata as bow and Vashnu as an arrovw. 


The Tripuras or castles of the asura brothers 
are represented an the form of three carcles opposite of 
Siva. These circles (castles) ere connected by a ring- 
lake thang whach andicaltes that the castles are rotating 
These castles contain the fagures of asuras and thtar 
fierce looking attendants. The prominent light blue 
colours in these thrve circles represent the sky, the 
location of the castles of the asuras. The top castle 
represents prebably the golden caty while below toa the 
right is another depicting a figure, who 1s dark and 
opposite ham slightly fairer, both armed wath powerful 
sword and a shield which are typical Vijayanagara weapons 
and this evidently represents the aron city. Opposate 


this darkish castle is probably ¢depicted the silver city. 


The site of the ancadent is represented to be the outskirt 


of the forts, with bushes, trees, wild animels etc., are 
all shown with sparat and accuracy. Thus the whole 


incident has been represented quate anterestangly. 
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(e) VIRABHADRA 


et Pet ae at wae 


Virabhadra is another fori of samhnra (destructive) 


is 


aspect of Siva which was a haghly popular cult an 
Vajayanagara. Varabhadra as a form of Siva assumed at 


the tame of the destruction of the yajna (sacrifice) 


performed by Vaksha. Bhadrakali is his consort. 


The Kurma Purana ee says that ' on the one 
occasion Vaksha and his cansort paid a vasit lo the house 
of Siva and Daksha became displeased with his son-in-law, 
Siva and returned back, though, inspite of solacitlious 
attentions of Sava. On another occasion Siva's wife Sati, 
went to her father Jaksha's house and he revaled Siva an 
the presence of Sati and also abused her and directed her 
to quit his house. Thas ansult offered to her in his own : 
house by Daksha smote Sati so hard that she burnt herself 
to death, Siva became angry and created Varabhadra and 
destroyed Daksha '. Whereas Bhagavata Purana ae says 
that ' the gods and rishis were assembied at @ sacrifice. 
Daksha entered the hall when all the asseiibly excrptang 
Brahma and iiahadeva rosc up. Daksha made has obeisance 
to Brahma, but Yaksha dad not like liahadeva bezng seated 
when he entered tne hall end revaled jiahadeva in very 
strong and haghly objectianabie words atl wisich Sava de~ 
parted from the hall of sacrafice, Some years afver, 

Daksha began to perform the great sacrifice known as 


HBriahaspatisva and anvated all the gocs wath tnear wives 


except Siva and his wafe. Bul Sata persisted an going, 
and, as was predicted by her husband, was slighsed by 

her father. On being treated with scant courtsv, at her 
father's house by Daksha ouring her visit, Sata, commitcred 
Su@éide by enlering anto the fire. The news of the death 
af his spouse reached Sava, who in has anger tare a lock 
Fron has matted haar, and this lock of haar took @ gigantic 


form of Varabhadza. Badden by Sava, Varabhedra compleccly 


ray 


destroyed the saccifice of Dakshea and brought lim to sub- 


mission to Sava ', 


According to Sratatvanithi, ' Varabhadra shnulc 
have four or eight arms, three eyes, and a terrifac face 
with faerce side tusks. In the left nands shoulu be a 


bow anc a gada and an the right oncs a khadga and a bana. 


H@ should be wearing a garland of skulls ana be standang 
on a pair of sandals. On the right side, there should be 


Daksha wath a goat's head, two eyes and two horns and with 


hands hela in anjali pose '. Whereas Karnagama gives a 
different descraotion and says ' that the fagure of 


Varabhadra should have four arms, three eves, head adorned 


wath jatamukuta which emats fare or kiritamukuta, sade 


tusks and wearing garland of skulis and bells, yajnopavita 


of snake and adorend wath all other ornaments. te should 
carry tne khadga, the khetaka, the dhanus and the bana '. 


The worship of Virabhadra deaty apnrars to nave 


- 


as 


O 


geined vast popularaiy during the Vijeyanegara day 


% 
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Lestsfied by a gaod number of Virabhedra tensles and the 
sculptures seen an the ruins of Hampa of which many of 

the loose ones heve since been removed to the Locel 
Archaeological tiuseum, Kamalanur. The reason for thas 

can be traded due to the prevelance and popularity of she 
sects like Virasaivism and Virabhadra cult Gurang these 
days. Particularly Varasaivism which had e prominent 

role in the founding of the Vajayinavara kanogdon, 21%s 
subsequent expansion and consolidataon. The Followers 

of Varasaivasm treatec Varabhedra as thear distanet and 
patriotic deitv based on tne conceptions thet Virabhecra 
happend to destroy the yajna oraganised by Daksha, and 

the performance af such yajnas was not recognised by them 
etc., As far as South Ind2a as concerned, we see andepens= 
dent temples and worship of Varabhedra deities from 12th 
century onwards when Varasaivisn was revaved and popularised 
by its followers like Basavesvara, Channabasava etc., The 
worshio of thas deity is quate popular wath the Varasaavas 
even now, who form a sizeable population in this part 


of the country. Among the Virasaivas, there as a sub-= 


group known as '! Virabhadrana Okkalu ' whose famaly deity 


is Virabhadra and whose religious rites ere quite claboraie 


and sometimes quite inspiring. 


Specaally when we come to the Vijauyanagara 
period, the popularzty eslablash.a by the Varasaivism re- 


sulted in the errection of tenples for Virabhadra aimanes, 


many of them are of anpressive Gdamensions, one such 
examole is tie amage an tne Uddana Virabhcdra temple 


of Hampi whach is 3.70 mtrs. an leaght. 


The sculptors of Vajgayanagarae period have 
followed to a great extent the description caven an the 
Karanagqama, an warving of Virabhadra amages, as bricfly 
accounted above. But variations are noticed an fey 
examples which can bz Gxplainsd as the outcome of she 


imagination and conceptual belatctfs of the ancivadual 


sculptor, but nor based on any of thz ancacnt texts. 


Normally the Virabhadra images of the Vajayveanagara 
period at Hampi are usually shown as standing in tribhanga 
posture yet not So prominent bends. They are unaque ana 
usu€lly shown as standing on @ paar of sandals, like the 
ones normally used by the saints. They are with four hands 
always excepting ain few cases, The four hands hold khadga 
(sword), bana (arrow), dhanus (bow) and khetaka (shzeld) 
respectively starting from the lower ragnt hana. They 


are shown wearing a yajnopavita or channaveera, a rundamala, 


anklets, wristlets, armlets, haras, udarabandha, katibandha 


seat a erent 


ana bCaqht Lover garnent (dhoti). Varabhecra 1s shown as 


wearing a karandamukuta sometames karitamukuta on his head, 


a ne nt 


on the front of whach anvariably is seen a minizalure 
langa on a peta. He has a short hilteu daocer inveraably 
tucked an his waist gardle. The shacld as always a recte= 


nguiar one s@rvang as noriieally, resting parce for the lower 


MS LT 


left hand, He has always three eye, with moustaches, 

Canine teeth and standing under a prabhavali wath kartimukha 
at the crest. The waist-girdle also shows a kirtimukha 

an the centre probably used as a buckle of the waist 


oirdle. 


Gaksha with has goat's head and stundang wath 
hands held in anjali mudra is invariably shown in maniraeture 
size, normally to the raght of the main Geaty wath few 


exceptiohs. 


Generally these sculntures are of larne sazes 
sometimes more than 12 feet hagh and carved out of @ single 
block af stone, an bold relief or an rounc. The Tryures 
are well executed with expressions. Though they are shown 
with canane teeth, nousiaches etc., but the expressions 
whoch ean be read on tne faces can be said to be of saumya 
Since the Yagures are carved as the ones sivang provectaion 
to Daksha after he had surrendered to Virabhacra. here 
he 21s carved as benign one, hence, is the popularity of 
this deity not only curang Viyayanagara period but also 
un the present days particularly with the Virasaivas and 
a sect af artisans who are known as acharis orofessionally 


goldsmiths, blacksmiths etc. 


An interesting Varabhaura sculpture (S1l.i0.10) 
from Hampi, is now exhabatcd in the Archarologzcal Museun, 


Kamalapur. Thas sculoture of Varaebhadra as siimwn as standing 


between two pilasters wilh a prabhavali ana kirtimukha 

in the centre of at, over the head. He irs shawn in 
tribhanga posture, he has three eyes, mouscaches and 
canine teeth. He has four hands, helding a khadga(sword), 


a band (arrow), a dhanus (bow) and the lower left hand ais 


restang on an oblong shield (khetaka). He is wearang 
kiritamukuta with beaded bands and a linga in the centre. 
There is a fallet with festoons and tassels at the ends. 


He has @ar rings an has ears. He as wearing beaded haras, 


one of them having central pendant, He wears a three 


ee 


stranged upavita and also ean udarabandha. The waiet-girdle 
has the design of kirtamukha an the centre, orobably sor- 
ving as buckle. He as wearing a long rundamala. The other 
ornaments are the beaded wrastlets, armlets, Loose anklets, 
ankiets and fanger rangs. There is @ goat-headed Daksha 

to has raght standang looking upwards and holding his 


hands an anjali mudra. The prabhavali shows folaatcd 


2 


designs. Heasurements:-290 x 115 x 33 cms. 


Another interesting Wirabhedre sculpture(S1.No.11) 
from jlampi, also displayed an tne Arcrarologacal fuseum, 
Kamalapur, has its head massing. Virebhanra as shown as 
standing between two pilasters andpprabhavali wi.ch is 
broken and massing. tle 18 shawn standing in trabhanga 
nosture, on a paar oF sandals with icft foot siaghtly for- 
warded and the knee is bent. He as wearing vhree haras, 


upavita, udarabandha, armleis, double wrastlets, anklets, 
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loose anklets, double waist girdlc, one of them havang 
festoons and kirtimukha crest at the centre. He as wearing 


be jewelled vanamala as well as rundamala. The sblong 


shield whach is shown as resting an a human head has lhe 
floral design carved on the front face of the shacld. The 
Lower left hand 1s resting an the oblong shiaelc. The heau 
and three hands of Varabhadra ere broken and massing. Goet 
headed Laksha who as shown to raght, as holding his hands 
an anjali_ mudra. The face of laksha is also chiop.d off 
and massing. The sculoture has been cerved wath yell ara- 


portionate lambs and the ornanents with minute cetails 


ana finish, f.€asurementss- 140 x 79 x 30 cms. 


One more interesting sculpture of Varabhadra 
(S1.No.12) from Hampi, also displayed in the archaeological 
Nuseum, Kanmalanur, has ten hands. It as shown an bold 
relief and wathan the border of scrolls decoration wath one 
kirtimukha at the top and three others at the bottom along 
wath two flowers carved in squares, Here also tin deaty 
as shown aS wearing ornaments, dress and rundamala as in 
the case of above examples. The hairdoe which forms oart 


of jatamukuta is shown an a sema-carculer fashion at the 


back of tne head as siraschakra. The ten hands svarting 


with the lower raght are hoicdang khadga (svord), bana 


(arrow), gada (mace), trisula (trident), damaru (kettle ¢run), 


baku (dagger), pasu (noose-slring), khetaka (shield) and 


dhanus @bow) respectively. The lower raght hand as broken 


ee aoe 


and its atlrabute missing. Ille has tnree eyes, wouslechesc 


"14g 


and canine teeth. He is standing on eendels. He 215 ¢erinn 
a long kiritamukuta with the top fanishec in os. forn of 


ea kalasa. There ais a langa on the front of kirita. Ho hes 
beaded ear ornamenvs and also fallet. He has two haras, 
upavita, channaveera, armlvis, wrastlets, tiaist-jirdle, 
anklets and loose anklets, Here at as anterestang to note 
that the goat headed Laksha as shown to the left on the 
main derty and not to the rayht a8 usual. He 1:5 standing 
ain samabangha posture holding has hanus in anjali mudra. 


The dress of vaksha is again unusual, it appCars Like a 


tunic. figasurementss- 127 x 93 x 27 cms. 


There 28 an ungsual type of Virabhadra scuipt~- 
ure ae (Sl.Wo. 13) on a small hallock south of the bhatanga 
hall, which is locally known as Mandi-Varablauca, since 
the raght knee as bent and resting on the ground (Mandi 
meaning knee in the local Kannada language). [has is an 
the well known alida posture and as though charging towards 
the left. The other features of this sculpture of Vara- 
bhadra are Simailer te the farst one except the Following 
variations. The sword is not poanted and the cblong shiclu 
as hele by its handle at the waist band. He is wearing 
patrekundalas in the ears and no sandals are shown. The 
lambs are not so proportizonate but the Porco of movement 
can be very well seen in this sculpe.re., The varanuus but 
usually seen ornaments, drapery, weapons eyes, li bs itc., 
are bnidly and a bit flatly skown by bEhe sculolor. Uaksha 


as shown ab the back and an manature Form as usual. 


There are two more anteresting sculptures of 


an 
n 


Varabhadra, ane on the hallock vast of the Kampli road 

and the other ta the south=-cast of the fiatanga hill ae 

The antention of the sculptor in this case appears to em- 
phasise on the forcirable movement of action as if Virabhadra 
26 gOing to war or charging on somebody. Although, all 
other descriptions are almost similar to the abave ones, 
but the upper raght hand is shown here an the act of taking 
out an arrow from quavec. Inspite of the force of wovem.nt 
antrocuced in this compostion, yet the benagn expression 

on the Face 1s still seen and as usual the Fasture of Dabcha 
winning Varabhadra's grace is shewn in minacsure form to 


the raght of the deity and standing with hanes hele an 


anjali mudra,. 


There are two more sculpture in the nrchaeological 
suseum, Kamalanur whach show only two hanas. Une of them 
(Sl.No. 14) 28 siiown an trabhanga posture, the right hand 
resting on an oblong curved shiéld. All cther ornanents, 
drapery, ctc., are seen Sanalar to the farst one mentioned 
above. Below the feet, on the front part of the pedestal 
is shown a devotee in low relief probably represging the 
person who might have responsible for the carvang of thas 


sculpture. As usual, Daksha is seen to his right. 


The other two handed Varabhadra sculpture(S1.No.15) 
is also interesting though the finishing is not attractively 


done. This sculpture has no kiritamukuta or karandamukuta 
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on his head but the whole haar-do has been shewn as aif 
combed up and taed taghtly and plaited whach as shown as 
hanging to has left and coming Cown neer che left shoulder. 
The two hands hold a khadga (sword) and crutely fanishead 


khetaka (shacld). The arrangemencs af Feet on the sandals 


wath toes stretched zn oppusate directions is quite uns 
usual and unsnoressave. The sculoture of Varabhat'ra is 
very much wornout and unamoressive. Even the gont-headeu 


Daksha s=en to tie raght of lie main déaty is crudely 


fanished, 


Another iumpoxrtanc sculpture of Varabhadra 


(Sl.flo.16) 21s seen an @ temple now known as Uddana 
P 
Varabhadra temple by the sade of road to Hampa from 
Kamélapur. The amportance lies an the fact that there 
p f 

are two daleo anseraptlions recording the date nf the 
consecralion of wtiis deaty. It was anstalled an .U. 
cag 4 . : ; P a 

1545 » when Sadasivaraya was tne ruling «ang of che 
Vijdy-naqara cmpire. One dalavayea Janagamaya, most 
probably of Varasaava faith ang the general attachea to 
Yera-Taynaraja, was responsidsie for tre construction of 
this temple and anstallation of the deaty. It is also 

I y 

further established that ‘his Virebhaura tenple wes a 
part of Varasaiva matha popularly known as Haraya mathe 
(relagzous anstatutaon) which was the practice wath the 


Virasaiva mathas even an these days, ae already dascussed 


above. 


The original nane of thas sculpture was Tiudu 


Varanna, that is, beautaful Virabhadra, again stressing 

on the benign aspect of Varabhadra and not on the ugra 
aspect af at as dascussed above. At present this sculpture 
is knawn as Uddana Virabhadra propably Uddana m aning tell 
an the local Kannada language, because at as ulmost 12 feet 


in heaght. It as a laving,tenple ance archakas are Lhe 


followers of Varasaivism. 


This deaty 1s Varabhadra 1s shown an bold ruela:f 
as standing in samabhanga posture on @ pair of santals. 
He has three eyes, his four arms are holding a long khadga 
(sword) in the Lower cigh? hand and a bana (arro':) in the 
upper raght hand, a dhanus (bow) an the upper left hand 
whale “the lover left hand 1s restang on the oblong snield 
(khetaka). Ear rangs, neckluces, wristlets, artilets, loose 
anklets etc., are the other ornaments seen on tie bady. 
The sculpture of Varabhadra is presently uncer worship 
since its anstallation durang the tine of Sadasivaraya. 
There is a dwarfish-goat headed Vaksha to has rayht, 
standing with hands held ain anjali mudra. The prabhavali 
around the deaty shows foliated desagns. The sculnture 


as carved out of a single stone block of granite. 


HER LKSR SEN 


BHADRAKALI 


The female counterpart of Varabhadra 1s known 
as Dhadrakali. She ais also saad to nave been created 
along with Varabhadra to acconpany bam on tas mission to 
desecrate and destroying the yajna of Yaksha ance also to 
punish ham. She form part of the retanue of Varabhatra, 


fe 


so she Eton in sculptural represencalaon snows wrth all 

Q 
the attributes of Varabhadra, There is one r list of 
Bhadrakal2 on a hallock south of ai atanga hall an Hampi. 
She s& shown along wath two otner furms of Leva, one 
seated and other standang to her riyht. The Bhacrakala 
seen here 1s standang 1n samabhanga pose and facing Froni. 
She is wearang kiritamukuta, patrakundalas in the ears, 
ornaments around the neck, on the arms, wristlets anda 
loose anklets. She as wearang Lhe fuminane lover garn nts 


with frills on both sate. She has six hands, four of 


them holdang the usual weapons lake Varabhadra, the khadga 


the bana, the dhanus and the khetaka. The additianal 


weapons in the other lwo hands arc the damaru and the 


trisula. The usual holes for holcing the flower garlands 


are seen one on either s2de of the kiritamukuta. 


neemgamnnet 


Another @xanple ef Dhadrabali, as a niece of 
sculyture now daspieyed in the Archaeological luseun, 
Kamalagur (Sl.No. 17). Here Bhadraxkala 1s stinwn es 
standang an tribhanga posture, She has four manus hoch 


shov the usual weanons held by Virabhoacra. The upnec roght 
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nana is broken and missing. The lower left hand is 


restang on the oblong curved khetaka. She as shown 


wearing kiritamukuta with a linga on the kantipitha, 


patrakundalas, haras, wristlets, armlets, anklets, 
rundamala, kuchabandha, and the lover garnent. The 
sculpture is not so fanely fainashed and the expressions 
are nat clear, «All the attributes and fea.ures are comiron 
to Varabhadra and Bhaedrakala except thet shaurakala ais 
shown wath promanent breast, kuchabandhe and olher orna- 
menis, but wathout goat headed Daksha attendsng by her 


side, 


ye be shebe we St K 
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Ill. NATARAJA QR NRITYA fMURTI OF SIVA 


Siva is a grvat mast’ r in the art of Cancang. 


He 329 said to be often cancang in eestasy om the burnins 


prounc with greak glee eccempunacd by musac., He, the kann 
of dances, Gances verisus types of cances, such as ilattenle 
J = * 
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or TanGe, Lalita, Lelat.utalaka, Katlasra, Talescicenotas ete., 


Wiaca are oeseribea an Bherata'ts ilatyasastra . jJThere are 
hunaered and e2ght dafierent kanus of Gences mentanned an 


whe 


the Sanvagamas. It is anterestang to note thit all these 
hundmed and eight kines of cances ( karanas ) ace sculnturce 


on either side of a gopura of the Nataraja temple at 


Chadamberam in Tamal siadu, with their tatles an Sanskrat 
eneraved below each one of them. All these sculntuses 


56 


and texts are already reported ‘ 


Gl. sy 


According to Amsubhecavana ’ the amcge of 


Nataraja Siva shoulu be sculptured accordang to the uttama- 


ae 


dasa-tala measurements. The front left hand should be 


held 2n dandahasta or the gajahasta pose acrass the booy, 

the back lcft hand should carry agna either an a vessel or 
upon the palm atself., The front right hand should be hele 
an the abhaya pose, tne ton af the maccle finyer shoule be 


gust touching the hakkesutra and the back raohbl hand should 


hole e damaru. The rigit leg shoule be slachtly bent and 


placed upon the back of the apasmarapurusha and thc knee 


shoule reach the nabhasutra. Tne tefvt leg should be slightly 


* 126 


lafted up, some what Lurned towards the racqht and kept 
across it. On the head of Siva Lhere should be jatamukuta 
adompned with floyver garlands and other ornanents over the 


body. The jatas should be seen on eather side issued from 


this jatamukuta. Anart from the other ornaments, he shoule 
wear a yajnopavita, a urasutra, rings etc., The face of 
Nataraja should be smiling, The apasamarapurusha \iho as 
trodden by Siva should have fis head on the rasht side and 
his legs on the left side of Siva. He should be black in 


colour anc be nlaying wath ao snake ', 


5 ; 
The Uttarakamakegama B gives somewhat more de- 


tailed description. It states that ' llatareja-Sava should 
have four arms, the front left hand an the gajahasta nose, 
the front racht hand an abhaya mudra, the back racht and 
left nands carryang a damaru ( kettledrum ) and agni (fare) 
respectively, tnree eyes, the right leg farmly planted on 
the back of the wriggling apasmarapurusha and tne icft leg 


raised high up an a slant. The jatas shoule be spread 


around the jatamukuta. These jatas vary from five to 


thacty, each one being separated from one another and the 
colour of these jatas should be brownish red. In the jatas 
on the rarht should be staentang ficure of Ganga and on the 


left side chandra (crescent moon). He should wear necklecces 


a] 


af different sorts made of ocarls, Snake ana over tines, 
upper garment wade of tiger's skan, We shoule have an the 


left ear lobe, patrakundala anc in the rant makarakundela. 


—— 
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The colour of Siva-Nataraj should be mailky-white. 


Apasmarapurusha should be ain the chatush=-tala measurement, 
Bp p 


wath two arms, holdang an has left hand a snake wath ats 
Spreadout hood, On the racht sade of Hlataraja, there 


should be eacher the rishi dhrangz or Bhadrakali '. 


Nataraja as described in the Amsubhedagama, 
above mentioned is commonly seen an Saiva temples an South 
Incaa. In all Sava temoles of amportence, a stenarate place 
is allotted to Nataraja which is known as ! Natana-Sabha '. 
The most unnortant of these sabhas is that one an the 


Nateraje temple at Chidambaram in Tamal flacu. 


Cuoomaraswamy has warked on mystac aspects of 
the dance of Siva, whach he contributed to the S2udhanta- 
Dapaka. The Tamil text called dance of the great god an 
thas manner ' creation arises from the drum, protection 


procveds from the hand of hope abhaya, from the fire oro- 


ceeds the destructaon, while the foot helc aloft cives 


mukti ( salvation ) '. 


The dance of Siva as considered to symbolise the 
motion of cosmic energy in creating, preserviny and destro~ 
ying the vasable of production, nreservation, dus .ruction, 
embodament and releases, that as, Srishti, Sthati, Samhara, 
and Anureca. These separacely consadered to symbolase the 
actavatics of Brahma, Vashnu, Rudra, liahesvara and 
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61 


Goninatha Raa » rdlustrated with nhota: rashs 


darfex nt dances of Save, like Bhujangatrasa, Katisamam, 


Lalita dance, Lalatatilaka, Chaturam dance and Talasams~ 


photitam, in 38S monumental vork on fiandu Tconography. 


sculptures of Nalaraja-Siva depacteu on the 
pallers of Achyutaraya temple, Virupaksha tenole of 


Vagayanagaca period Trom Hanya and on a pillar of ruancu 


GQ 


Siva temple at Tainmalanure in Bellary bastract, ar 


cescribed as follows. 


a 


Siva 1s ucpacted as Tancava on a pillar ain th 
Natyamandapa in the Achyuteraya temple at Ilampi (S1.io0.18) 


He a3 shown as dancang an Tandava pov-ure, standing on a 


pedestal, He has sax hands wath some ancelermanate objecis 


an the lower stayht hand, He as playing on the dakka with 


has front nanos, rear left hand as raised above the heac 
to touch wath the right foot an a dancang pose, The 


middle left hand holds trisula. He vears kiritamukuta, 


Gar rings, wristlets, anklets, wuist-girdle and ankluls. 
The raght leg as laftec up ana touches one of che left 


hancs above the kirita whereas the ltft leq is slightly 


bent to balance the boty an the act of cCancine. The 


at WS conten AES 
sculpture of Tandava Siva is a well propoctaoned .ang@rar 7 % 
oc ’ 
Pa ie Ye 
balanced one, he ie od 
15 ‘gy } 
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Nataraja depicted on a paller in the bhogamandapa + 
a 


‘é & 
‘ ‘ 
. Novae 


of Varupaksha temple at Ilampa (SU.No. 19). Siva as sham” 


. 
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as flalaraja dancing on a apasmarapurusha, who is shown 


at the feet of Sava. He has four hands; the lnw = richt 


hand an abhayamudra, the upner richt hand holds sexrpa, 


, 
~ 


the unper left hand holds agni and the lower left hand 


Mae 
a 


hele in gajahasta pose across the body. The ra li leg 
slightly bent and placed on the back of the demon, apas- 

marapurusha. The Jcft leq 12s lafted up ana curnea tovards 
the racht leg and kept across. ne has three eyes, Ke has 
jatamukuta and locks of haar spread on cather saue. He 


wears karanakundalas, necklaces, hara, weist-girtle, armlecs, 


anklets, and loose anklets. From the jatamukuta assue 


jatas spread horazentally. 


Apasmarepurusha is shawn below the feet of 
Nataraje. Wis face is turned towerds right sade and playing 
with a snake. The prabhamandala 1s depacted around the 
fagure of Nlataraja, resembling the orb of the sun. The 
sculpture is carved on stone in the amatation of bronze 


sculnture,on the same subject. 


Nataraja-Siva denactcd on a nallar in te 
ardhamandapa of a ruaned Sava temple at Tammalapur, ain 
Bellary LVastract (SI.No. 20). Siva is deaucted as Nataraja 
un trabhanga posture on the beck of the deéennn, apasmarapurusha. 
ie has four hands and three eves, The lower rayhe hanu is 
held an abhayamudra, the upner raght hand holds damaru, the 


ipper left hand holds agni ana the lower Ivft tiand bela in 
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gajahasta noscurc, across tne bndy, The Sache de) 25 


Slaghtly bent and olrcer on Sic back of the demon and 


the left ley as Slagutly Lifted up and tirned to the 
raght and held across. he wears jatamukuta una ‘the incks 


are Spread on cather sade, He wears karnakundala, neckicc: 
aralets, wrastlets, waist-qarale, garland, anklevus anu 


other ornaments over the pody, 


The denon apasmarapurusha 28 shown at the fret 
Natarajya. he is shown es coucnant with bas faci turned 
unwords and looking at flatarajo. te has to hands, th 


aA 


the orabhamandala at 
heen terearnentiemartningien 


i es oe eis 


details are not so very clear and 


the back of Natarajea 18 sigyn as orb of the sun, 


JERE EAE RE te de re ae X 


DAKSHINA MURTI OF SIVA 


IV. 


The Saivaqamas wentinn twenty Four sportive forns 


ty 


of Sava anv most of whach ure usually met with an the South 


L 


Indzan temoles, One of the most amportent of these as that 


of vakehanemurti, which generally occunies a niche an the 


ae 


South wall of the central shrine of a Sava temnle, 
Siva as the greatest teacher of Yoga, Vana, Jnana 
and Vyakhyana, 1s known by such names as Yoga-Vakshinamurti, 


Vinadhara-Dakshinamurti, Jnana-Dakshinamurti and Vyakhyana- 


akshinamurti. 1 ymology of the nam akshina as 
Laksh t The etymology ti e ' Dakst ' has 
‘ 62 : ' 

been exnlaincce by Goninetha Rao » on the basis of some 
texts, Becauce Siva vas seaved Tecing south when Le taucht 
the sages oga and jnana, he came to be known as vakshana- 

ges, ’ 
murt2, Thais aspect of Siva is always anvoked by ta: stucents 
of sczence and arts. Of Lthese, the Vyakhvanamurti as moot 


frequently mee with an the temples of both Saava ana 


Vaashnava, an South Incsa, 


(a) VYAKHYANA 


The 


Lakshinamurt3 


ck 


D 


knec 


ap asmarapurusha, 


playing wath 


Lo rest upon 


anc placed on 


@ serpent, 


tne ragiru thigh, 


LGAKSHINAMURTI UF SIVA 


general posture of the amane of Vyakhyeana 


shows ham with has racht lea bent vertically 


bouy of dark demon 


te ~ 
wtebe 


who 2s mentzoned an the Silpasangrah, 


and the left leg bent ecross so as 


d lalatasana or 


sunneende eintincet nin nt namin Sette 


which 1s call: 
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virasana posture. He has calm countenance, anticatave of 

perfect peace wathan. His matied hear (locks) ace cather 

dashevelled or are forned anto a jatamukuta taed tngether 
63 x 

by @ serpent. The body as hesmearcd wath ashes and all 

che usual ornaments of Siva decorewte ham, The racht fore- 

1 


r 
‘ 


arm points the jnanamudra ar vyakhyanamudra and tne hee 
arm holds rosary or sometames snake, the left fore-arn shows 
the varadamudra and the remaining left back erm holds the 

fire pot or deer or kettle drum. He is adorned with all 
ornaments, qarmcnts of cloths or tayerts skan and yajnopavita 
and etc., In the left ear, tnere should be a sankhapatra 

and an the raght car a makarakundala or nagakundala. The 
Silpasastra auds that tuis aspect of Siva preachcts the 

dharma or law to tne seven rishis, Narada, Jemacagni, Vasasta, 
ihragu, Sharadvaja, Sanka and Agastya. These rishis should 
have jetamukuta and garlencus of rudrakashamala around theair 
necks and white yajnopavita, on their bodies, The god 


DVakshinamurti should be adored by kannaras, devas and others. 


According to Upanishad and Suta-Sarnhata : ; 
' Vakshinamurti, 2s the supreme god, who, at the end of en 
an aeon, that as, kalpa, absorbs within hamself the whole 
universe and remains resplendent with yoy. Jnana (Kbowlecdge) 
is known as dakshina and sance dakshina is ever iantroent of 
Siva and as gazing at him, he is called Dakshinamukha. The 


apasmarapurusha under his foot as the personification of 


the ignorance of the living beanas, whach he keeps under 


subjugation under the treet of his foot. The book which 
he folds an tias ‘end contaans all the wasceom anc iliumi- 
nates the souls of beangs. The akshamala which he carries 
an his hand 2s Lhe representation of the tatvas., The shade 
of his body renresents eternal bliss and eternol ent roy 


The wide-spreeding banayan tree, uncer wich Siva as sten 


seated, cesting deep shede gs the symbol of maya anc the 
vrushaba of Siva is dharma (lav). He as teacning the 


rishis who are already deeply versed sn the Veces and 
atma-vidya and rescuzng them from smsara (bandare). He 
is himself imperishable, valhout barth anc death anc) the 


kamalasana or the Intus seat uyon wiach he is seated as 


the symbol of the sacred syllable Um ', 
(b) VINADHARA DAKSHINATIURTI OF SIVA 


Siva, aS a gréat exponent of music, both anstru-~- 
mental and vocal, he 15 worstianped an tne form of Vinadhera 
ahs ai : eh oe : 65 
Daksuinamurti. According to Amsumadbhedacama » ' that 


the left leg of this murti should be an the utkutaka posture 


and the two front hands should hold the vina and the back 


hends should carry akshamala or rosarary and agni or snake 
respectively. Surroundigpg the fanqure of Vinachara murti, 
there should be different kands of anamals and rentales, 
sages and ascetics. Viadhara Lakshinamurti may be sculp- 


tured as sealea or standing. 


66 
: 66 ‘ 
Gopinetha Rao » has atlustrated with phalo- 


granhs, aifferent types of Lakshinamurta an has work on 


lfandu Iconagraphy. 
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A sculpture of Vyakhyana Uakshanamurti of Sava, 
now displayed in the Archaeological tiuseum, Kanalapour, 
(S1.No.21). Siva is shown as Vyakhyana Dakslinamurta2, 
seated in lalitasana on the Kailasa mountain. Ue hes four 
arms holding snake in the upper right hand whale the upper 
left hand seems to be holding fire-pot. The lower two 
hands are chipped off, probably meld in vyakhyana mudra and 
varada pose oraginally held respectively, His haar is 
dishevalled but bound wath kesabandha faving ceneral crest. 
The haar locks are hanging down on eitner side, le vears 
patrakundala an the !.7t cer and nagakundala an the right 
ear, haras, chestband, waist--gictle, wristlets, anklets, 


armlets, yajnopavita etc. The riiht foot is placed on the 


body of the cemon apasmarapurusha. The two lower hands, 


left leg ana racht knee are chipped off and miseang,. ‘Vn 


either sade a rishi is shown as sattang with hands held an 


snetntreae oe 


anjali mudra. The sculnture is much wornout and this 1s 
the only piece of Vyakhvana Lakshianamurti of Siva so far 


nataced in llamna. 


Another scubknture of Vyakhyena sakshbanamurti of 


Siva denicted on a boulder near Kotalinga at Hamai(Sl.to.22 


Siva is shown as se€aced in virasana posture on the lanoalayc 


L 


under a banyan tree, The riyht ley is restang on tre back 


~ 


of apasmarapurusha whale the left leg 25 bans ante Keot 


across on the ranht knee. The yogapatta gocs roune the 


body and the left knee. He has Lnrce eyes and found heancs. 


a 


). 


? 


The lower right hand is held in vyakhyana mudra with 
akshamala; the upper raght hand holds snake; the upper 

left hand holds agni and the lower left hand partly chipped 
off, is in danda pose, the elbow resting upon the lef 

knee. He wears a jatamukuta and locks of haar are spread 

on eather side and coming Gownvords. He wears karnakundalas, 
necklaces, hara, channavira, yajnopavita, waact-giscdle, 


armlets, wristlets, anklets and loose anklets. 


On eather side are seen rishis standang wath 
hands held in anjali mudra, The rishis standing on the 
left sade are standang in dwibhanga posture with hands 
held in anjali mudra. The hair is tied up in the form of 
knot at the top of head and has pointed beared, lle weers 


rudrakshamala, yajnopavita and other nrnaments of beads, 


Apasmarapurusha is seen below the raght foot of 
Sava and the left hand holds cobra. Couchant Nandi as sven 
on the front face of the pedestal towards raght sade. Some 
anamals like monkey and birds like swan is seen on the 
banyan tree. The wade spreading bapyan trie shavang deep 
shade aver the head of the Siva. The sculpture is beauta-~ 


fully curved and executed on a granite boulder, 


A sculpture of Vinadhara Lakshinamurti of Siva 
is depicted on a pillar in a mandapa in the uncerground 
Siva temple known as ilula Varupaksha temple at Hampi(S1.No.23) 


Siva is shown as Vinadhara Vakshainamurtia seated in 
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lalitasana posture on a pedestal, He has four hands, 
holding vina an the lower two hands held across his body 

as shown playing on it. The upper raght hand holds pro=- 
bably agni and the upper left hand a snake respectively. 

He wears a long kiritamukuta, ear rings, necklaces,chest- 
band, yajnopavita, waist girdle, wrastlets, double armlets, 
ang long vanamala. He has third eye quite promanently seen. 
The expression on the face is as though, he as completely 
encrossed in emanitang the knowleoge by means of vina 
recital, At Lhe back 1s nrovided prabhavali with kirtimukha 


at the centre. 


HUHK KR WK 


Ve OTHER ASPECTS OF SIVA 


(a) BHIKSHATANA MURTI 


The story of Langotibhava antroduces anothcr form 
of Siva known as Bhakshatananurti, very often seen an 
South Indaan temples, According to Kurma Purana ot + “hen 
Sava cut off one of the heads of Urahma, he incurred the 
sin of killang a Brahman, and the skull of Drahme stuck to 
Siva's palm and could not be removed, In order to cet rac 
of both sian and the skull, at was erdaaned that Siva hag 
to wander about on the earth and as a naked beqver, that is, 
Bhikshatana, unta2l atleast he reached the sacred nilace 
called Varanasi or KaSi. <AS Soon as he reeched Kasi, the 
sin left him and plunged anto the nether world. The skull 


of Brahma and the body of Vishvakasena, the gate~keeper of 


Vashnu, left Siva and he once again became pure [flahadeva !, 


As a rule, the role of Bhikshatanamurti are 
anvariably represented with only a few ornaments, the usual 
hair-do and sandals, liis left 1lcg standing farmly on the 
ground and the rayht leg siaghtly bent sugyestang walking. 
He has four arms carrying a kapala, a damaru, a krishna- 
mriga and a trident. The head may have the jatas dishevellica 
or arranged in tne form of a carcle, jatamandala wath the 
crescent on it. The foreheed should be adorned wath a 
patta or ornamental band, There should also be the other 


ornaments over the body. He should be naked anc Liere 


be a snake tied round the waist, besiue this, there shold 
be other snake ornawents on the body. Gn the chest as to 
be seen a white yajnopavita. The neck should be of blue 
colour and his forehead should be beautaful wath tripundra 
mark. There should be a pair of wooden sandals fur the 
Teet. The hand that bears the kapala shoulc be lifted up 
as hagh as the navel, whereas ile one that carcics the 
damaru should be raased as far as the ear, anc G16 .ance 
should be sixteen angulas from the ear, The piercing teeth 
of Siva should be half visible and adorned wath ordinary 
kundala or makarakundala in the racht and shankapatra in 
the left ears. The pet deer of Siva as to be seen wath 


all the sculptural representations. 
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of Bhakshatanamurti of Siva in his work on Hincu Iconography. 


A beautifully execuled sculnlture of Bhakshatana 
murta, now displayed in the Archaeol igacal lluseum,HNamoi- 
Kamalapur (Sl.No. 24). Thas Bhikshatanamurta is standang 
an tribhanga pose with face tewards Front. Ile 1S shown 
within a niche heaving two pilest: rs and prabhavali coming 
out of the mouth of kirtimukha at Lie pannackle. He is 


Tour armed holdang a deer an Lhe upper raght hand, a damaru 


in the unper left hana anc kapala which resemblus a simple 


bowl in the lower left hend. The laver racht hano as holaing 
a long trisula erected and is resting on the floor pedesial. 


The haar is dischievelled and bound wath jgewelled kesbancdha 


,» has allustrated wath photogrenhs 


[38 
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with crest in the centre as well as at the two ends. Over 


the ears, the ends of kesabandha are also hangany on eather 


side, 


He has been provided wath the thard eye also, 
He is wearing beaded round kundalas in his ears nrobably of 
rudraksha. He is having two stringed haras anc also an 
udarabandha. Traces of channavira are also sctn,. Iie as 
also wearing ornaments over shoulders, arms, wrists and 
anklels. The long vanamala is coming upto the knees, He 
is wearing a short lower garment, the edges and folds of 
whach are seen on both thags. The garment is held wath 
the help of a waist-girdle whach has three crests one an 
the centre and two on the sides and also festoones henging 


from the girdle ana also wath drop an the centre. 


He is accomapined by two attendants one on cach 
shown as standing against the Lwo pilasters, They are 
holding conches in one of thear hands towards tne main 
figure and are an the act of blowing the conches heraldang 
the arrival of the 3hikshatanamurti, The bbher hands 
are hanging along the body. They have also been provided 
vith kesabandha, haras, udarabandha, Woaistegqircle etc., 
All the three figures are s'tiawn stanctang on a re clangular 
nedestal which has a square in the centre showing @ four 
netallod flower, Accession Wo: O03. 


tleasurementss=- 116 x 62 x 43 cms, 


Another sculnture of Bhakshatanamurti of Siva 
depicted on a pillar in the mukhamandapa of Virupaksha 
temple at Hampi (Sl.flo. 25). Here,Sava is shown as 
Kankala-Bhikshatanamurti, standing an tribhanga posture 
uncer the foliaated arch with pilasters on eith: r sade, 
He has three eyes and four’arms, tle holds dhakka (kettle- 
drum) an the lower left hand and the lower raght hand 
fanger touchang the dhakka, as aif beating the kettle -drum, 
the upper rayht hand hangang downwords and holaing some 
indeterminate object whach as touching the mouth of the 
dcer whereas the upper Left hand holds the end pnoection of 
trisula, which is kept horizontally across the lefl shoulder, 
He wears a kiritamukuta, kundalas, necklaces, haras, armlcts, 
wristlets, waist-girdle, ankleets, and loose anklets. lle 


is shown as standing on the sancals, 


To the left is depacted one of the bhutaganas 
(goblin) carrying on nis head a large vessel, hoid by his 
two hands. To the raght 1s cepicted a deer stancang on 
ats hand legs and raising its mouth to the object \hach as 
held by the deity. The sculpture is beautafully carved 


on a granite stone pillar, 


(b) ARDHANARISVARA WURTI 


The Ardhanarisvaca form of Siva is ps rhans due to 
the conception of the Sakta Goctrane that only when combancad 


wath Sakti, Sava ais capable of dascharging the davane 
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functions. The Puranas narrate many anterestang enasotes 
regarding the emergence of thas composite forn of Siva. 

i sas 69 : 
In Skanda Purana » 2t is staled ' when Drahmu asked 
Rudra to divide hamself, the latter divided hanself anta 


the male and fenale forms '. The iiatsya Purana » Siva 


714 f2 : 
Purana ,» and Langa Purana » give a detaaled story of 


this form of Siva. 


There 18 a populer story connected wath the oragan 
of this form of Siva; ' On a certain occassion when Sava 
and Parvati were seated on the top of the Kailas mountain, 


the devas and rishis went there to pay thear homage to 


them. All of them except the rishi Bhrangi went raund both 
Sava and Parvati an their circumamnbulataons and also bowed 
to both. Whereas Bhrangi a fervent devotee of Sava, ignored 
goddess Parvata who was a part of Sava. Parvati became 
angry and cursed him to become emacaated day after day and 
he vas unable to support himself. Sava gave him a third 

leg so as te enable him to at*“aan equalabraum., 3hrangi 
became pleased and danced vigorously wath has three legs 

and praised Siva for his orece. Parvati became angry and 
started performing penance and Siva pleased with his consort 


his own bady, Siva 


granted her wish of being united wath 
assumed the hermaphrodate farm of Archenara, to test the 
faith of Bhrangi to create daffaculty to the rishi dDhrangi 


in c2arcummambulating or bowing to Siva alone. But undaunted 


by this ampedament, Bhranga astumec the Ferm of 2 bee 


( bhringa ) pierced a hole through the composite body 

of Siva and carcummabuleted Siva alone to the uyreat 
wonder and admiration of even Parvati, who became re- 
concaled to his vow anc bestowed her grace upon the pious 


rishi Dhranga for has steadfastness to has vow ! i 


Iconoyraphic texts like Silparatna and the 
Agamic texts namely, the Amsumadbhedagama, the Kamakagama, 
the Suprabhedagama furnish us wath elaborate anforwation 
redqardang the formation of the amaye of Ardhanarasvara cS. 
The artistac cancention of a purely phalosophical idea 
and as the name andacates, the form of this amage should 
be half man and half woman, The right half is male, that 
as, Siva and the half woman, Tthat is, Parvati. The 
male half should have a jatamukuta on the head, which 


should be adorned wath crescent moon. In the raght ear 


there should be makarakundala or sarpakundala or ordinary 


kundala and the right half of the forehead should have 
half of an third eye on it. The image of Ardhanarisvara 
may have two or three or four and sometimes more arms. 

If there are four arms, one of the raght hands should be 
held in the abhaya pose and other should keen the parasu 
or one hand may be in the varada nose and the other carry 


a sula or tanka and the other arms may be bent or cested 


unon the head of has vehacle bull (Nandi). If there are 


only two arms, the right ane should be held in varada or 


may be kapala held in at. The whole compos2tion of the 


right side shoulc be that of aman. On the raitht side, 
the garment should be covered the body, below the loans 
only and upto the knee and material of the garment should 
be the tiger's skin and silk and Lhere should be naga- 
yajnopavita on the racht half of the chest. The right leg 


should be eather straight or sometames bent and restana 
upon a padmapataha. 


On the other hand, the left or Parvati should 
wear a karandamukuta or a fane knot of haar well combed. 
On the forehead of this half, a half tilaka mark, contigu-us 
with the half eye of Siva should bd shown, The left eye 
shoula be paanted wath collyrium, In the left ear, there 
should be kundala, Iff the sculpture of Ardhancrisvara has 
four arns, of the two left ones, one is to be bent and 
rested upon the heac of She bull of Sava and other kent an 
kataka pose, holding a nilotphala in at. Thas land may 
keep either a flower, a mirror or a parrot, Tne left side 
there should be the bosom of a woman with a round well 
developed breast, the female half should be smeared with 
saffron, drapned an multz coloured salken female cloth 
covering the body cown to the ankles; on the left ankle 
there should be an anklet, the left leg maght be somewhat 
bent or stand erect upon the padmasana. The colour of 
the left half may either be parrot green or dark and 


should be of pacific appearance, 


Gopinatha Rao ee illustrated the sculpture of 
Ardhanarisvara from Rock Cut temple at Badami, vharnareja 
Ratha from fiahabalapuram, Nagaresvarasvam1 temple froin 
Kunbakonam, Kazlasanatha temple at Sllora and Bronze 


Fagure from siadras liuseum, liadras, 


A beautiful sculoture of Ardhanarisvara depicteca 
on a pillar an the ardhamandapa of ruaned Sava temnle at 
Tammalapura in Rellary Vaslract ( Sl.No. 26). Hi re both 
Siva and Parvati are shown combinddly as Ardhanarasvara, 
The raght half as of male, that is, Sava and the left half 
159 of femalr, that is, Parvata. The deatyv 1s shown as 
standing an samabhanga posture on an oblong pedestal, The 
lower raght hand as held an abhayamudra and the upper 


right hand holds a deer, wherees the Lower left hand as 


held an varadamudra and the upper left hand holds nilotphala,. 


Peculiarity here is that the deity wears a short karanda- 
mukuta, kundalas, necklaces, waist~gridel, armlets, wrist~ 
lets anc anklets. The left portion of Parvati wears sari 
and a round well-developed breast is clearly denicted 

to identify thas sculpture as of Ardhanarisvara. The 
details are not very clear and this is only one sculpture 
of Ardhanarisvara so far notaced, of Vijayanagara period, 


in this area. 
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(c) HARIHARA MURTI 


Among the different anthropomorphic forms of 
Siva, Harihara murti is, undoubtedly the most amportant 
one, whach emphaszes to reconciliation between the two 


major cults, Saivism and Vaarshnavism, The combanation of 
76 
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Hari and Hara an one image forms tie theme of lhas icon 


The earliest reference to Harihara is to be found probably 


17 


an the Harivamsa e In the Epic and Puranac accounts, 


a 


we Tand that each divine personality has a tendency to 


blend or merge wath the other. The Puranas ceseribed 


many @pisades of these two gods lieri and Hara, how became 
A ; . 78 ‘i 
one and the same, The ilatsya Purana gavcs us detaaled 


description of this composite imaye of Narayana and Sava, 


In the Skanda Purana oe at as stated that after the 


marriage of Gaura wath Rudra, a faght ensued between Hari 
and Hara. Brahma intervened end said ' let both of you 

be of establashed reputatzon as Hariahara '. The Linga 

80 84 
Purana and Bhagavata Purana narrales che story that 
“ 

Siva and Vishnu became united and formed Haraharae. In 

the Brahaddharma Purana, it is stated that there is no 
cifference between Siva and Vashnu, these two deities live 


O2 


in one place and those who worship Siva, worship Vishnu . 


O3 


They are déscrabed as water in two dafierent jars The 


Vayu Purana also furnishes us wath some accounts. It 
as stated that all tnings in this world are the manifes- 


a 


tataons of Rudra-Narayana ons 


In the Siva Purana too, there is a reference 
, 85 
tao the worship of this compnsate icon of Harihara ° 
BG: 4 oe 
According to Vamana Purana ; Vashnu 2s reporteu to 
have said to a rishi that he and Siva were one and thot 
an him resided Siva also and manifested dual aspcct of 
his. In the Ardhanariasvara form the left half is accupaied 
by the Devi or Parvati or Prakriti and purusha and prakrit2 
are united with each other for the purpose of generating 
the universe, The same idea is also represenced by the 
linga and the yoni. Uma, UVurga, Parvati or Deva is cons- 
idered as a female aspect of Vashnu ', Durga, the consort 


of Sava, is represenced in all sculptures wath the sankha 


and the chakra, the weanon characterstic of Vishnu. 


The worship of Harahara murti as a chaef image 
in many temples came into exastence after the reconciliation 
between the two major cults of Saivasm and Vaishnavasm, 
that Sava and Vashnu are one and tie same and both are 
essential for the crealion, protection and destruction of 
the unaverse, Durang Lhe mahotsava in the tenples of 
tlarihara, the vehacles, decoretaon and cer€nonivs are 
alternavavely those that are peculiar to Sava enc to Vishnu 
respectively and those festavals are attenced by both 
Saivas and Vaaslinavas,. The Hariharvevara temple at 
Hariahaca, Bistrict Chitrdurga an Karnataka, as one of 


the most amporltant temples, 


Ps 


The Sanskrit texls described Harahara murti 
as Tollows ' on the left side of INlarihara, there stould 
be two arms, of which one shoulda be carrying the chakra, 
the sankha or gada and the other held in the katika nose 
near che thagh. Un the head of Vishnu, there should be 
a kirita set wath precious stones and of excellent work- 
manshap; thi re should be a makarakundala an ihe left car. 
The left arm should be adornea wath keyura, kankana end 
other ornanents. To the raght arms should be adorned wath 
snake ornaments, Qn the raght fore-leg there shoulc be 
anklet shaped like a snake whale that on the left leg should 
be with all orecious stones, The back raght arm of Naerahara 
holds either parasu or snake and the front racht may be 
held either in abhaya or Warada pose, The head of Harihara 
adorned with half of the raght sade with jatamukuta and 
the left half with kiritamukuta. The Vaishnava half of 
is to be draped wath a yellow salk garment. The colour 
of Siva half as snow white and that of Vishnu either green 
or bluash brown. The two legs of Harahara should be in 
samabhanga posture, The raght half snould be terrific 
and the left helf pacific. Un the Saave portion of Harihera 
should be thard eye vasaszle and benand the head of Harahere 
should be a siraschakra or halo. The Vashnudharamotiara 
Further adds that to the Left of tie fanure of harsahera 
there shoule be sculnoture of Garusa anc ta Lic ranght, 


that of Nandi or Bull, 


ol 


2 3) ; 
Gopinatha Rao » allustrated two sculpturcs 


of liarahara, one from Badvami anu the other from Poona, 


A sculpture of liarahara is denactec nn a piller 
an the pallarec hall of Taruvengalanathe Lemple, popularly 
known as Achyutaraya temple in Achyutapura at Hampi 
(Sl.No. 27). Here Harihaca is depicted slaneang in 
samabhanga posture an a pecestal, The left half denacted 
as Hari, has two hands. The upper hand holds sankha and 
the lower left hand held on varada mudra, He wears a 


kiritamukuta, necklaces, ear-rangs, armlets, anxlets, 


waist-girdle, dothi and vanamala. The cicaht half depacted 
as Hara, has two hands. The upper raght hand olds 

mriga (deer) and the lover right hand held an abhayamudra. 
He wears jatamukuta and the crescent moon (chandra) is 
tucked to jatamukuta, car rang in the form of nagakundala, 
armlets, wrastlets, waist-gairdle, vanamala and anklets. 
There is a straight line marking un the macdle of the 
sculpture bo demarkate left half as Hari (Vishnu) and 


raght half as Hara (Siva). 


Anather sculpture of Harahara aepicted on e 
boulder near Noblesman': Yuearter, néor te Presanna 
Virupaksha temple at Hampi ( Sl.tto., 20). tere, both Sive 
and Vashnu combanedly denacted as Harahara, The eight 
half portionis Siva anG the lcft half portion is Vashnu, 

P p 


standing in samabhanga posture un a squere pedestal uncer 


‘ 


deeply carfed arch. The lower raght hand held an abhaya- 


mudra and the upper raght hand holds trisula whereas the 


unper left hand holds chakra and the lower left hand holds 


stylised sankha. Again the deity wears peculiarls end 
chacacterastically, a kiritamukuta, ear rings, necklace, 
ee 


armlets, and other ornaments over the body. The cculoture 


is much worn out and detazrls are not cl ar. Toe distanct 


wa 
a 
8) 
ju 
oe, 


difference betyveen the two nortrions are lhe weanon 


un the upneér hands. 


(d)  KALYANASUNUARA MURTI 


ee pm te ean 


Siva's marriage wath Parvatz, was ane af Lhe 
tonics which attracted tne Indian sculptors and poets from 
Barly tames. Sati, the daughter of Lakshe, sacricaced here 
dafe an the yajna of her father, Thereafter, Siva started 
severe penance an the Himalayan mountain. In the moan tame, 


the asura named Taraka, was causing great annoyance to the 


devas and the brahmanas and could not be dasnosed off by 


any one but one born to Siva. All the gods became interested 
in the marriage of Siva and induced Kama to dasturb the 

nenance, Kana tried and met wath his end. But once the 
mand of Siva was dasturbed he could mot at once gather 
mental determination and he yvaeldea to the prayers of the 
qods and aarced to enter maratial lafe. Sata. was already 


born to the aod of the Hamavan as Parvati and vas herself 


nexrvormang austerateecs to gean ner Lord Siva once avain, 
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The Varaha Purana oh, daves the followang account 
to test the steacrastness of Parvati, ' Siva assumed the 
form of an old, decrepit brahman, approached Parvati, who 
was absorbed an her austeritics and begged for food as if 
he was feglang very hungry. Parvati was pleased to ask 
him to fanish has bath and other rituals and come for meals. 
The old man ( Siva ) went to the raver very near the her~ 
mitage of Parvati and contrived to be caught by a crocodale 
as soon as he got down anto the water. He called out 
Parvati for has help, but she could not stretch out her arm, 
whach was never meant, even an renderang help, to be held 
by any other than hee Lord Siva perplexed wath thas feelang, 
she stood stall for a moment but the danyer of the guest 
being Swallowed by the crococale very soon became amportant 
to her. She decaded to gave up her vow of not beang touched 
by any nother than Siva and oblayangly she stretched out 
ner arm ond took hin out of the water anc the crocodalealso 
left ham. Pleased with Parvati, Siva shaved his rcal self 
to her and she was immenscly gratafved wath her Lora for 
havang caught hold of by a hand of none other than that of 


Siva. Thereafler, she dedicated herself to Sava '. The 


regular marriage was celebrated lateron, 


Agamas lake Amsumacdbhedagam, Uttara-Kanmikagama 
and Purva-Kamikagama, mention tnat in sculpture, Siva anu 


Parvati should form the central figures facang ihe east, 


while Vishnu and his consorts Lakshmi and Dhudevi, as 
givers of the bride, Parvati, should form the other in 

the group. Vishnu is to stand an the background between 
Siva and Parvati with a golden not of water ready to pour 
it out during the ceremony of gaving the bride tec the 
bridegroom. There should be Brahma on the foreground, 
seated and performing the ceremony of homa. Around these 
should be seen a host of other dtaties like Vidyadharas, 
Ashtadikpalas, Sidchas, Yakshas, Gandharvas, the fiatrikas, 
all of them standing wath arms folded an anjali mudras 


wath the expressions of pleasure and gay on Lhear faccs,. 


Siva should be sculptured as standang fartwly on 
the left leg and wath raght leg slaghtly bent. The front 
raght arm of the brade, Parvata and the front left hana in 
varada pose. In the back raght and Ieft hands, Ile should 
carry parasu and a mriga respectavely. He shouly be i-n 


tribhanga posture anc the head should be adorned wath 


jatamukuta wath crescent moon (chandra) tucked unon st 


and wearing keyurva, udarabandha, sarpakundala and a hara. 
The colour should be red and voutnfull an appeorence and 
should have three eyes, Parvati should be tao tie IWwft of 
Siva, wath her right arm stretched out to receive thet of 
Siva in the act of the panigrahana and her left hand be 
holding a hilotphala. Her head should be slightly bent in 
shyness and adorned with all ornaments. She should be 
represented as a well developed vouthful maatdien and draped 


wath salk carments. 
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Gopanatha Rao » has allustrated sculntures 
and bronzes of Kalyanasundara murtz Prom ciflerent places 


un his manunental work on Handcu Icanagraphy. 


A Mural Painting Genacting kalyanasundara nmurti 
or Kalyanamahotsava of Sava on the céiling of mukhamandapa 
of Varunpaksha temple at liampa of Vajayanacara perand is 


worth notacang 1. S2.Nos 29). 


It 25 wuntcrestang to note that Kalyananehutsave 
of Sava and Parvati as adentafses here as that of Vairupalsha 
and Pampamba the presadang deaztacs of this nlece | ampi 
and as accounted for in Lhe Sthalapurana, that is, Pampa- 


ay of the place, The marriage of Siva and Parvati 


mahatmya 
is attended by devas, ganas, sages ctc., Cava and Parvati, 
Lhe brade-urnom and the brade are standang in the cenire 
with thear hands stretched out for the occasion. Brahma, 
Vashnu, Lakshmi, Vinayaka, flandi, Varabhedra, Tumbura and 


a host of nods and goddesses anas, siddhas akshas 
g » ganas, Ssrceunas, yaKksnasy, 


gandharvas, etc., and the ashtadikpalas with thear lanchanas 


have all gathered rounc Siva and Parvati to witness and 
celebrate thas great occasion. Some uf the ganas are busy 
with the musical instruments like crums, bends, pants, 
trumpets, cymbals etc., Thas marriage seems to have been 
celebrated uncer a vatavruksha as seen an the nainting. 
Thas painting iS assignable Lo early 16th centucry of the 


Vajayenagara period, 


(e) VRISHABHAVAHANA OR VRISHABHARUDHA MURTI 


Vrishabharudha is the fiture of Siva seated 
unan Nandi or bull, has nount, wath vuas raght leg hunging 
darn an the bull. When, however, Save is made to stana 
leaning egainst the bull, the elbuy of the raoht hand of 
Siva rests on the back of the bull. Sava see el unon the 
bull, 28 hela an tiagh veneration by the neonlt. «annng the 
ten cays festival in anv Save vemple in South Indaa, one 
day 1s devoted to take out the amace of Siva seaced upon 

he bull wach has consort Gauci or Parvati, in the proce- 
ssion and that day as held by people as tthe most important 
of all the days of the festival. This form of image of 


Siva is the most important and described in great detail 


in all the important Agamas. 


The Agamas describe that Vrishabharudha is a 
§igure of Sava eather seated on the bull with the right 
leg hanging down and the left bent or left leg hanging 
down and the right leg bent and Gauri seated to Ene left 
side or standing wath her right leg slightly bent anc left 
leg pleced farnly on the grounc, The right arm shoulc be 
bent and its wrist resting on the head of the bull end Left 
arm may be pnangang Full and resting on tne left thigh. 
The beck right and i. ft arms told tanka or parasu anc a 
mriga respectively, The head maght be adorned wath a 


jatamukuta or hanging jatabandha, He steuld be adornca 


wath all othex ornaments. On the racht or lc ft, the 
fauure of bevi should be shown. The rvaght arn of Jevi 
ae 


should be bent and carry utphala flower and the left hence 


should be hangany Gown freely. If Vrashebharucha and Leva 
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are standing, the bull should be stantang behind Sava . 


1 


9 4. 
Gopanatha Rao ; Was gilustrared T 


row Sculplurres 
and bronzcs of Vrashabheavahana murti from dafferent places 


an his work on Handu Iconography. 


A sculpczure of Vrashabnavahana or Vrashabharuae 
igurtz2 of Siva, presevec ain the Archaeological Museum, 
Kamalapur-tlampi of Vajayanagara period, as a notworthy 
one ( Sl.No. 30 ). This is a panel (Accession No.0278) 
depicting Siva and Parvati as seated on Vrihabha or bull, 
their mount. Siva has four arms, holding trisula in the 
upper right hand, a damaru in the unper left hand whale 
the lower raght land is held an varadamudra and the lower 
left hand as supporting tne left hin of Parvata., lhe wears 
kiritamukuta, car rings, haras, chest buna, wristlets, 


armlets, weastegircle, anklecs and loose anklets., 


Parvati as svated behand Sava, on the bull. She 
has two hanas, holdang lotus an the taicht hand iwiiale the 


l.ft hance as resting on her waist. She wears kiraitamukuta, 


Car rings, necklaces, waist-n:r¢le, wraistlets, armilcets, 


~ 


anxlets and loose ankliects, 


Vandi or bull as standing, decorated «ath squrce 


— 


patla on the forehead, two bell chains Laed rouno whe neck, 
julla over the body and anklets, The tail is also seen 
behancd. Behand the Nandi, a female attendant is shawn as 
standing, having two hands. Her haar as tacd up in a knot 
at che back. She wears ear rinys, necklace, wraistlets, 
anklets etce., The dropery, she is wearing as a sari. Uther 


details are not clear and worn-out. 


Another sculpture of Vrishabhavahana murti of 
Siva and Parvati, depicted on a piller in the mukhamandapa 
of a ruined Siva temple at Timmalapura, (Sl.No. 31). 
Siva and Parvati are shawn as seated as rading on the back 
of Vrashabha or Nandi. Sava hes two hands, the racsht hana 
raised upwords and haldang trisula and the lsft bend em- 
bracing Parvati, who as sitting at the buck, he wears 
kiritamukuta ana oth: r usual ornaments on the bouw, Parvati 
has two hands anu wears kiritamukuta and other usual orna- 
ments on the body. she holds nilotphala an her 1°-ft hand 
and the right hand embracang Siva. A female atienuent is 
shown as slanGaing at the back of Nenci, holdang a chatravali 


(an umbrella) over the head of Sava and Parvati. 


Nanea is shovn as an acvancing soctinon wath ats 
front raght leg is raised a little. tle is decorated wath 
bells=gurlancs rounc tne heck and an the forehead, A gula 
cover the body of Nanda. This sculnture of Vrishabhavahana 
muct. of Sava and Parvati as u beautifully carved and 


WEL] proporezaned ane. 


(f) GANGADHARA MURTI OF SIVA 


Among the anthropomorphic Saiva icons, Gangachara 
murti is undboubtedly an important one. An exhaustave 
account of thas charming and fasginating form of Sava is to 
be found in the Vanaparve sectaon of Nahebherata eo In 
Vanaparva of nmahabharata gives us cetails as follows; !' the 
descent of the heavenly Ganues to the earth was gusta to 
purify the ashes of the sinful sons of Sagara. Shagaratha, 
a later member of the same family, performed severe penance 
to invoke the celestial raver Ganga. The Ganga wes pleased 
wath UYheqiretha but the force of her cescent was such that 
the earth wes unable to bear the shack. So Jhagaretha 
prayed to Sava Lo recrive Ganga an nis locks, Save, setas- 
Tied wath the austerataes of Dhagarathe, consented to receive 
the Ganga on his matted locks, The Ganga, proud of her 
maght, came down wath all fier force as if to crush Siva, 
but Founa hurself lest in the tangled mass of Savats lncks 
before she was able to reach the earth. Ab che recducst of 
Jhagareatha, Gava let her Flow Gown on tne earth from has 
locks an a@ tany teackle, The river goddess, tne heavenly 
Ganga, is believed since then to abade an Siva'ts matted 
haiz as one of his consorts ', The story assoicated with 
Gangadhara murta aspect of Sava as a popular one wand is 
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also narrated in the Ramayana 73 and an the Puranas 7 


wT 
es) 


According to the Vishnu Purana, the Bhagavata 
Purana and the Ramayana, ' king Sagara arranged a horse 
sacrifice, Jt was stolen by Indra and hidden in the 


patala-loka. Tracang the foot prints of the horse, the 


saxty thausand sons of Sagara excavated the eerth till 
chevy reached Lhe patala-loka ana there found the horse 


un the hexrmatage of rishi, Kanila, one of the aspect ar 


Vishnu. Tne wicked sons of Sagara rushed to lall han, 


but Kapala, by power af nas nenence reduced them to ashe 


Later Sagara sent tas grand son Ansumat, son af nsamenjese, 


he too teaced nas way Lo the patala=loka anc found the 


horse near Kanila, Amsumat requested rashi Kenila, to 


take away the horse, the rishi pleased and yave che horse 


to han and anformed ham of the fate of-has uncles and 
conferred unon ham the boon that they would all [o to 
heaven jn the tame of has ¢ranason. The son of aAmsumnat 
was Lalapa and nis son was Bhagaratha. Bhagiratha per- 


formed severe penence to brang dawn the celestial raver 


va 


Ganga, for spranklang an the ashes of has uncles thereafitr 


they coula go to heaven. Ganga, pleased wath this penance 


of Shagaratha, asked him who could reeast the force of 


her fall on Lhe earth, if none could, the Fall would caure 


the earth to be pierced an the maddle, Dhanarathe re~ 
plaed that Rudra (Siva) vwoulc be able to bear ‘the force 
of her descent fall end he began to address has penance 


to Sava for grantang boon of receavang canga. Save 


satisfied wath the aueteracarne of Shaquratha, went lo 

the lidmalayas to receive Ganga. At farst, Ganga thought 
that Siva would be unable to bear her descent and crane 

dawn in nreat volume anc with onorinus TOPCE,. “Ces 
indignant at her haughty behavzeur towards lim, determined 
to bumble her. Having receaved her on nas mayhty head 
coverea wath mattea haar, Save made Gengya wand toarough 

the labyranth of iias locks of haar fir 72 lone tame bel ore 
she was able to reach the carth,. wUeang onee vagorin requested 
by Jhacaratha, S2zva let the raver Genga flown cown aon 

the cath, leg Ganga to where has ( Dhagiraths ) ancestor's 
ashes lay and made them atvaan heeven by tiie contact of 

the vacee of she holy river Ganga '. That as how Siva 

came ta wear on has linad Ganga and thence bereame to be 


known as Gangacharamurti2 of Sava. 


Agamic literalure lake the Amsumadbhudazama, 
the Kamikagama and the Karanagama states that ' Gangadhara- 
muxrti of Siva should be standing. The front right hand 
should be placed neer the chan of has consort 
Uma, whom he should be embracing wath his left front arm, 
the back caght ari beang lafted up as high as the ushnisha 
or the crown of the head, should be heldars a jata or a 
lock of matted naar, on whach should be tle fanure of the 
goddesses Ganga, the back left hanc shoule cerry mraga. 
On the left of Sava, thece shoulc, be Uma stantany an a 


state of mental uneasiness ( because of the feeling of 


jyealousy due to Sava irvang to favour another lady with 
has attentzons ) whach cmotion must be poctrayee on her 
Pace by the sculptor. The right leg of Ume shoul be 
somewhat bent, whale the left Leg should oc ctreacht, 

} 


Her cight hand shoulc be hangane down Treetw enu the lePt 


one should be carryvang an it a flower ', 


ay, 


Gopanatha Rao » has allustratec few sculp'ures 


of Ganvadharanurta of Siva an has work on liinou Icano.ure>shy, 


A sculpture of Guneadharamurt, of Sava from the 
Veerabhadra eine les Bukhasagqara, of Vajevananara pi caod, 1s 
a good example of chas class ( Sl.flo. 32). Gangudharamurta2 
of Sava denicted on a pillar an the mukhamandapa of the 
Veerebhadra temple at Bukkasagara. Sava is shown stancang 
in a very solicitous attitude towarcs has consort, who is 
angry with ham for havand sheltered another woman, Ganga. 
He has four arms, tie lower right hand as placed moar the 
chan of his cansort Una and tie lower lefl nand 3s embracing 
Uma. The upper taght hand 16 lafted up and holding gata 
or locks of matted hear, on which the faoure of Ganga is 
depicted and the upper left hand is carrying damaru. The 


left leg of Sava is planted farmly on Lhe crounuw and the 


raght leg as somewhat bent, jie veers karandamukuta, ear 


rings, neckleces, waist-girdle, wrastlets, ervlets end 
anklitts., The water flowang Trom Ganga, through the locks 


of Sava as denacced to the rayght sace of Sava. 


To the left side of Siva, Uma is stancing ana 
state of un-happaness shown on her face, The raaht leg is 
straight and left leg somewhat bent. Her left hand as an 
lola pose and the right hand holds a flower. She wears 
karandamukuta, ear rinas, necklaces, wristlets and armlets 


and anklets. 


Another sculpture of Gangedharamurti of Sava 
Gepicted on a pillar in the ardhamandapa of a ruaned Sive 
temple at Timmalapura (Sl. No. 33). Siva is shown as 
standing in tribhanga posture on a pedestal with his consort 
Uma, whoa 1s angry with ham for having sheltered another 
woman, Ganga, on has jatamukuta. He . has four hands, 
the lower raght hand as placed near the chan of his consort, 
Uma and the lower left hand is embracing her. The upper 
ragnt hand as lifted up and holding has jata, on whch the 
figure of Ganga is denicted and the upper left hand holds 


a deer. He wears kiritamukuta, kundalas, necklace, weist-, 


girdle, wristlets, armlets, vanamala and other ornaments, 
The water jlowing from Ganoa, through the locks of Siva, 


is depacted to the rayht side of Siva, 


To the left sade of Siva, Una is shown as stantang 
an tribhanga nosture, with the expression of un-happsnescs 
clearly shown on her face. She wears kiritamukuta and other 


4 


ornaments ancluding sari; the frills of sari are seen to : 


the left side of Uma. The figure is proportanately and 
umnressively carved with more details even though the media 


is a granite stonepallar. 
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INTRODUCTION 


ra 


Vishnu, is one of the supreme gods of the Hindu; 
sf 
trinity, is conceived to be responsible for the universel, 
protection, while Brahma and Sava, tne two other jous are 
responsible for universal creation and destruction respecti- 
vely. However, Vishnu is infact an olcer Vedic god, who 
is mentioned ah all the four Vedas, the Riaveda, the 
Yajurveda, the Samaveda and the Atharvanaveua, slacconell, , 
th 2 3 4 
Kea , tlopkans and others |, count the Vedic Vishnu 
as one af the Adityas and ascribed him e solar origin. He 
1 

is identafaed wath the Sun god and said to heve straduen 
over the seven reég2zons and to have covered the whole uni- 

whe of, ' 5 
verse by means of three steps. In the Satapath Brahmana -, 


Vishnu was identificd with sacrifices and there he achieved 


a hiqher status. 


Accarding to Sakapani,°, an old Vedic commentletor, 
Vashnu is the god who has manifested himself in three forms 
as fire, laghtning and the solar licht, on the earth, in 
the maderegion of the atmosphere and in the sky resnectavely. 
According to Aurnavabha, another commentator, tie 


stens of Vishnu denote fare, Linghtnang and the suoler bnay, 


but andicate the daffTerent pusations of the sun a 


me) 
2 


\je 


risang, Cculminataon and seteca The acea underlyvang thas 


solar exnlenation is obvirusly ancornorated in the dhyna-sloka, 


he Th? 


mote memamtnirte yee menintnnntatel anh wn ninehahneat nant need Runystnaannt woe 


hari hiranmaya-uspuh darita-sankha~chakra ', ( Vishnu as 


Narayane is described as residing in the orb of the sun ), 
The idea that Vashnu is the sun apnears to be still main- 
tained in the wneship of the sun as Surya-MNarayana, cener- 


ally conducted on Sundays and other prescribed occasions. 


ny 


Besides has connection wath several gecds an the 
Vedas and Brahtinmanas, the most ramportent phase an tine evolu- 
tion of this religion is his acentafacation with Vasudeva 


an the tiahabharata, an assimilation wath a cult that centered 


round bhakti or cevotzcon. 


The Vasudeva worship was differontly designated 
as Dhagavata, Sattavate, Ekantaka or Pancharatra. The 
Garlaest treatise profounding tnas reliyion is the Narayaniya 
: 
section of the tiahabherata and he is glorafaed throughout 
the liahabharata. He as also cansidered to be the soul of 


F : . 7 ‘ 
the universe, the only one who existed before creation and 


unitially responsible for the evolution of the Vishnu 


a> 
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wo 


esasayi form where he is represented as the creator, 
reclaning on the serpent symbolising cternity, amiast the 
primaeval waters, He took birth as the progeny of Lharma 


mainly in four forms as Nara, Narayana, Hara ana Krashna,. 


te 


Hara and Narayana are supposed to have teken 
their barths for che Gd struction of tne evils ana reurmplion 


8 - 3 
of man. They are haghly glorafatd ain some parts of the 


fiahabharata ae It is clear from the ilahabharata iteself 


that Vasudeva, the chae? sod of the Ekentuns wes a hero 
of the Vrsnai race. tle must have heen cezfaced later on and 


wes worshipped together wath has brotusr and eons, ferpoane 


originaliy a group of fave. Vasuceva-Krashn. is seyeral 


10 


times qlorifaed as a Vrsni-hero » He as at anes addre = 


; +4 12 
ssed as Vrsni-Sardula » Vesni-Srestha , Bboy, Vecna= 


io) 


: “ ; 13 
Varau, in duel, 28 also used for Krishna and Yalerana ; 


when @oming to the later pneranod af the Itihasa and 
See 


Puranas, the supermacy of Vashnu is clearly estanlashed, 

and he has already acquired his place in the Hancu tranaty. 

The manifestations of this Vishnu as the suncerme protective 

ged of the Handu tranity are all emhoused in the subsequent 

sculntural activities, The Mahabharata, after referring to 

the tweleve Adatyas as Lhe sons of Kasyan2 by aAdati, ceclare 


that twelth Aditya as Vishnu, who though tne last born, 


Surpassess all the Adityas an greatness anc wlory. 


Studies in the Upa-Puranas are still in tnrear 


Carly stanes ang the most rewarkable contrabutacon oa our 


: 14 
Knowledge of these sncnndary Puranas . GF these, the 
most umportant are the Vishnucharma, Vishnudharmoteara, 


Narasimhe Purana and the Kalaki Purane, weale the 


4 i 


Vishnudharmottara as the source for tne stucdy of art end 
aconocraphy of India as too well-known, the other Puranas 
mentioned, are of consaderable value as tke, contain tie 


de 


myths and styuries associeted wath various avataras end other 


forms of Vashnu. They suoplinent our knowledue of such 


storacs which farm the basis for the rise af various incono- 


qranhac concepts. 


Besades, the unpublished Vaakhanesauvemi, tne 
Tantresara of Mladhavecharava and a few ather manor vaorks, 
no other autnoritrés are availe'le an relati9on vo the amages 
of Vashnu. The Pancharatragama which was pronogatec in 
South India by the great Vaishnava reformer Ramanujacharya, 
18 said to consist of one hundred and eight samhitas, a 
large number which have been lost during the time of 
Vedantadesika, The Vaikhanasagama, is probably older agama 
of the Vaashnavas. The Vashnudharmotlara Purane i yIVeS 


a detailed cescraption of the images of Vishnu or Gafferent 


types and also the connected rituals. 


A Vishnu 


p- 


e Henerilly ep reseni ta ar. ont eT. Lares 


wt 
postures, that as, standing, sattang or reclaning. The 


standang images are called as sthanaka-murti, The sattany 


images as asanawmurti while Lhe eeclanang iamoocs @s sayana~ 


murti. The amages an cach of the three attituaus are Turtler 
classifareu as yoga, bhoga, vira ane abhicharika var.eties 


based on certain dafferences in Lherr characteristics. 
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These are intenand to he warshinned by deveters will, 


dafferent déesaceer end oubyectivies. Thus, nogrme Lly « yogi 


worshanpped the yoga form of Vashnu; those persans shoe 
desared enjgayment worshapped the bhaga form; these wia 
desired powers end prowess vorshipned ths vira forn; and 
others who washed to conquer their Gnemaes worshinnen the 


abhicharika form, The yoga, bhoga, vira and abhacharika 


—eeremie eils end ams 


amages ack anaan Claseafaed anto uttama (sum rior); the 
madhyama (middle) and adhama (inferaor) fumis acesr ne to 
het 


the number of sub-ordinste cdeatrw:s end ot’ or beaner “ound 


zn aSso1cation with the central Vichnu images, 


ee a econ | 


STHANAKA HURTI 


The sthanake murta of Vishnu cepicts the 
; : , 16 
standing imeges of god. The Brihatsamhite  ", statrs thet 


the sthanaka murti should be represented with eivhl, four 


or two aris and should have srivastava mark and kaustuba 


gem on his chest. The god should be depicted vith a 


serene expressions on has face and wear car rangs, karita- 


mukuta, vanamala etc., It may be noted here that aimanes 
of two armed varictyw of Vishnu an the form of Valthela 
are found during the Vajeyanagara period anc one of the 
famous anc bigeest temple decacated to Vatthala 1s the 
Vitthala temple in Vitlhalapura at Hampi. The four armed 
ameges of Vishnu in slandang postures are quale porular 


during the Vajayanagara period, 


The sculpture of Vashnu (Sl.No. 34) as shown as 
standing in samabhanga nosturce on a padmapiatha. te hes 
Four hands, the lower ragnt hand held in abhayamudra and 
the lover lefl hand as imade to rest upon the handle of 
gada, The upper hands and head of the deity are brn en and 
massane, The deaty wears necklaces, hara, channavira, 
armlets, wristlets, anklets cuc.e, The clotn wich as sorena 
on eather side is beautifully depicted, The oarnaitntatzon 
over the body of the de-ty ac neativ and rinutoly carved 
and the sculeture is a vell oropottioned on whach incacates 


that thas deaty must have been installed an some Vaisnnavite 


temple at Hamoi and vworshapned as a main deity. A 


t dh 


stylised srivastava merk as even on the left chest af the 


Cceaty. The sculpture is carved sut of black sranate stone. 
This sculnture is exhabated an the Archotnlogacel ituseun, 


Katalapur-Hampi (Acc.i0.0595). ieasurements: 128x75x30 cms, 


Another sculpture of Yishnu (Sl.Uo. 39) is shewn 
as stancaing an semabhanca onscurt on a thri-rathe ped- steal, 
He has four hands, tne lover v2 


tie gada, the upper raght hanc holds ¢tylazged chakra, wile 


the upper left hand |lolds a stvlazcd sankha anc the lover 


tere 


left hand is held in abhayamudra with akshamala. tle :ears 


karandamukuta, necklaces, hara, channavira, varst-oardle, 


armlets, wraistlets, dbhoti, anklets and fincer rings. 


Female attendanis are shown as standing ane on 
either sade, holduang lotus-bucs wath their stalks an one 


thear hands. They wears a karandamukutas *nd- other orna= 


ments. The unfinished prabhamandala is also sven at the 


back of the deaty. Thas sculnture as exhibited an the 
Archaeolouacal fluseum,Kamelapurgiamsa (Acc.iio. O1612). 


Measuremunts: 94«60x23 cms, 


Moe HAG K te oe 


ASANA HMURTI 


Durang Vijeyanagare peraod, unter ceviev, tuo 


types of asana murtis are noticed, that is, ardhaparyan- 


re 


kasana and garudavahanasana., The amage of Vashnu scated 


on his vahana Garuda, is known as garudavahanasana murti. 


1. 17 ; 


The wahabharata refers toa Vishnu on his Geruca anc the 


, 1 
Harivansa » deseribes the Garudavahana murtai of Vashnu 


wath four hands, 


A sculpture of Vishnu (Sl.ito. 36) as shown as 


seated an maharaja-lilasana posture on a_padmapitha. The 
left leg 1s folded and the right leq 1s hanging downevords,. 
He has four hands, the lover raght hand is tld an abhaya- 


mudra, the unper ritht hand holds a stvilized chakra, while 


the, unner Left hand holes a styl2zed sankha and the lover 


Left hand rests upon the gada. He wears a kiritamukuta, 


necklaces, hara, channavira, yajnopavita, varutegurdle, 
armlets, fangtr-rangs, toceraings, enkl:ts one Inose unklovs 
The tripundra is seun on the forehead, at the back of the 


aeaty is noroavided a prabhavali with kartimukha at the centr 


a. 


Part of the kirtaimukha 1s broken. The ornamentation on the 


booy of the desty 25 nmacely tanashed.s  —Thte Setlowicro 1s 


4a well proportioned ane beautifully carved one. Thas 


scuJnture is exhabated an the Archacoloyjical «use, 


Ken-Lasur-Hann2 (Ace.ho, 0602) Measurements: O6x84¢xed cs. 


‘mother sculpture of Vishnu (Sl.f_lo. 37) as 
depictedon a pallar an the mukhamandapa of Virupaksha 
templco at Hampi. Vashnu is shown as seatcd an maharaja~ 
lilasana posture on a thriesratha nedestal. ile has four 
hands, the lower riyht and the Icft hands hold the flute 
and the upper raght and left hands hold stylazed chakra 


and sankha respectively. lle wears a long kiritamukuta, 


& 


LS, weastearrcale, 


oe] 


@ar rings, necklaces, armlets, wristl 
anklots and loose anxleis. Here, Vashnu as shown as 

Keashna but seated and pleyang on the flute held un lis 
two lower hands, The detaals are not very clear since 


the media is of granite stone. 


HWW Ke ee 


SAYANA MURTI 


The sayana murta of Vashnu appears tu he quite 
popular during the Vijayanagara period. The “tiaperor 
Krishnadevaraya bualt a temple an the name of god Ananta- 
sayana at Sale-Tirumala-liaharayapure, popularly known as 
Anantasayanagudi and granted a number of villages for ats 
upkeep and appointed praests of the Vaikhanasa sect for 


19 


the conduct of \orshap . 


oo 26 ; 
In one of the ansecription » we fTand anvocetaon 
to Lord flahadeva, that as, Vashnu, an the form an whach 
he laes on the bed of sesa an the milky ocean at the tame 


of pralaya. The assoicetion of Vashnu wath serpent sesa 


has its roots ain the concent of Nayana, the Lord of Vaters 
; r : dit ee : 
According to Vishnudharinotlara Purana , the sayana murti 
of Vashnu are known as Patmanabha, It mentions that 
Padmanabha lying on sesa-naga within the deep sea, is to 


- é Ree ae 
be shown four armed and carrving sanetava majari in one of 


his hands, the seconca hand should be supportang the head, 
the third should be placed over navel and the fourth one 
should be restang on the knee. Lakshmi unholde a leg of 


the god. Brahma is to be shown seated on the lotus flower 


zssuing from the navel ef the god Vishnu. An almost sinilar 


. a 
description is found from the Padma Purana and the 


24 
Rup amandana also given someuvhat sanilar descrauptien. 


A-SCuloture ar Vishhw. (Sh tle: Se) oe eiheun se 


Shesha-,sayin. We is laying on th: cozle af Sesa, whitch 


vy 


hes seven hoods forming a canopy over the head af Vishnu. 


lle has four hands, the uoner r2unt holds a chakra, the 


upper Jett hand holds a sankha whereas ‘he lover raeht hone 


is Supporting has head and the lover left hang os pl eced 


on the breasts of Sridevi. fle woacs 2 long kiritamukuta, 


kundalas, necklaces, hara, channavira, yajnopavita, wrist- 


girdle, aernlets, vristicts, anklets and loose-onkicts. 


From the navel of Vishnu, 2@ lolus rases un in 


the centre of whach 2s Shown, three~faced trahma, seateua 


an padmasana, 


LO 


i Sridevi and Bhudeva are shawn as et' ending 
Vashnu with their raght hands placed on the left leg of 
Vishnu, wiale their left henes are holdang a lotus buds. 
They wear kiritamukutes, and other dsual ornanents on the 
body. Bhudevi, who 18 seated at the extreem end hes been 
provaced wath kuchabandha. The waves of the sea are shawn 
Clearly at the Feet of Vashnu. Thais sculoture as exhibated 


in the Archacolocical museun,Kanadlepur-lamoi (Ace.Mo.da29), 


Measurement: 78x160x55 cms. 


Another Vashnu (Sl.flo. 39) as shayn as sayanamurti, 
laying on the coals of seveen hooted Naga, tne sprean hoods 


Furmang @S Canopy over the heed of Vashnu. ‘las feet are 


resting on the padmapatha, He has four hends, the lover 
reant hance as suypoertang h s nead, the unpes eacght hand 


hods a stylazed chakra in his two nadcle fangeass while 


the upper left hand holes a stylazed sankha in hac tu9 


aie narsinie 


middle Fangers and thr Lower left hand as reeting an has 


thagh. He wears « lony karitamukuta, kundalas, nechloces, 


v v 


hara, channavira, yajnopavita, long vanamala, ormlcts, 


wristlets, weast-girdle, anklets and loose anklets. 


Sridevi and Shudevi ace sattang at tie feet and 


attending. Both vear karandamukutas and otiwer usual crna- 


aoe Se 


eo: 


ments on thear bodies and holdang lotus-buads in thear left 


hands 


A lotus Flover is shown as assued from the navel 
of Vashnu, on which three-faced Eruhma is seeted in_padma- 
Sana posture, The sculnture as a well proportanned one 
and the cetarls are more clear since the mecaca as of 
chlorite stone, Thas deity of Sayanamurt2 of Vasnnu is 
under worchan an a livang temple of Renganethe at Napanahallai, 
io 


on the way to fampa from Hospet, even today by the loced 


peoole nf Naganeheila villane,. 


A sculnture of Vachnu (Sl.No. 40) as shown es 
sayanamurti, layand on tre cozrls of saven-hooare naga, mach 


as formed as canpony aver the heac of Vashnu. “Ye has Tour 


hanes end the head of Vishnu is resting an the oblong 
piilow. Ths lower ranht hanc is supnorcang «lie heen of 
Vashnu, the upper raght hend end Left hands hole @ stvlazes 


chakra and sankha resnectively while the lov.s ie?t nand 


28 placed on the thigh. He vears a long kiratamukuta, 


karnakundalas, necklaces, hara, weast-girdle, long vanamalea, 


channavira, yajnopavita, armlets, wraistliets, anklets and 


loose anklets, His feet are kept on the lotus nedestel, 


Sriuevi ana Chudevi ere attend2ng to Vashnu 


Ssittang at the feet. Both ere wearing long kairaitamukutas, 


eet 


and other uSual ornaments over the bodies, Soth hola lotus- 
i 


buds an thefr raght hands while the left hends are nlaces 


an the left leg of Vishnu. 


Three=feaced Urahma is shown as scated an padmasana 
on a lotus flower which 18 issued from the navel of Vishnu. 
Thas sculpture is carved on a granite boulder near 


Kotilinga at Hampi. 


Ee ENE OE a0 


THE INCARNATIONS OF VISHNU OR DASAVATARAS OF VISHNU 


INTROVUCTIUN 


Vishnu as unanue as the only one maone the Hancu 


deataues to be crecatecd wilh avataras. Vabheve or avatara 


erent from transinnyration or enanctiaon. The term 


avatara combines the verb root '! tra § whach oatens ' to 


cross ovrr, to pass across or over ', and the ors 
ae o ee) A 
Signatying ' off, avav, down ' “". It is from the fenous 
- 26 ’ }. 
the concent can be uncerstood « The Ranavana ann the 
llahebharata, more or less directly refer to then. The 


Puranes such as the Vashnu, Hatsya, Vayu and Bhagavata 


Puranas mentson the avataras, but the esact numbers are not 


25 


qQuven of the ancarnotions » Vashnu as said to heve usa~ 


umead several forms an has role as protector. 


explainea, as seen in the Puranas, tne unceassang conflact 


20 


between the gous and cemons . 


Huntangton woula consiner with resqueany soe 
thann froaa the water namely Fish-man, Tortorse and Joer, 


they would svnbolase the emeryence of Llafe on thas plener. 


8) 


‘Nlaracamha, the hybrad bari, half-man anu half-beest, 


saic to have been syntolac of nascent hu erate whale Yenane 


abe 


us ovhysically underdeveloped, a dwarf, yet ho as sard to 


. 18h 


contain vathan hamse.lf the conscrousness of divine noayir 


and he takang nassession of the world. 


Coresents the full potrnvinl of 
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rength cirected for a sangle suronse by 


4 


human physical s 
the power of wall, The Ramavatara symbolises the moral 
strength and represents the human adeal, judmed by every 


A po a 


human canon of ethical conduct, The advent of Krashna 


@long with Balarama does not make Rama's postion lees im- 


s always pre-sunposced in the teaching 


be 


nortant for morality 


2 : 
of Krishna 7 As Kalki 1s yet to anpear, it as saad to 


be difficult to fax ham in thas scheme, but as has colour 


fod 
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as wnite, it may renresent a symbol of pur 


fullness or plentitude ae 


The most commonly accented and ri corsnuised 


J4 


avataras or incarnations of Vishnu are Len tn number 


and they are declarced to have been assurnd on ten different 
occasions wath a view Le Gesleoyv certain asuras anc to set~ 


racht the wrong done to the world by them, These Een 


avataras of Vishnu are Natsya (Fish), Kurma (Tortoise), 


Varaha (Soar), Narasamha (lian=-lion), Vamana (Uvarf includang 


Teavikrama), Parasurama, Raghurama, Krishna, Buddha and 


Kalki. Some authoralare do not consirer Dudeha to ict an 


avatara of Vashnu anu substatute an his plece Salarana, 


the elder brother of Krashne as an avatara. 


ni a \ y i Ja lon 
Accardanu to Vasunchera Fallaoza » the Sram 
Vairsineves regacd Yalarama, tne elder brother of Krishna, 
as the cayhth and Krashna and Kalki as the ninth and tenth 


avataras. The l'achvas exclude Dalarama from the last of 


ten and 2nclude Buddha, 


Among the ten avataras, Narasimha, Rana and 
Krishna were especially siq@nifaicant during the Vaijeyenacara 


ws 


perzed and were amportant cult deaiaes, The others enjoyed 


@ 


little amnortance of their own, but were renrescentee an 


the Dasavatara groups of sculptures, 


There are tyvo rock carvings of the Dasavatara 


ead 


groups of scujJptures. One an the rock shelter near Lhe 


33 : 
Pansuoar2 Bazar + Sie, O41 @ eB) as veedeccing iM teva, 
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Kurina, Varaha, NarasSantha, Vamane, Perasuran: 
Balarama, Jina (ansteca of Sudtiha) and Kalki. The s~cona 
one a3 an Rock shelter near Kotazlange, at ilamoa, duepictang 
eleven ancarnatiaons (Sl.f'o. 42 a,b, & c) for beaiere the 

‘s 


rishna 2s aleo oti. WPL 


ten of Lhe Torner crouuns 


Fran these tio Dasavatara groun af nenels, Licre are good 


number of representataons on a nitler in : numb-r of terples 
at liamna. For example, on a nallac at the entrance to the 
first ante-chcomber of Hazaceramasvany temple, on toe nill-r 
an the Hardhere temmle near Hemakuta, on a nillur an the 


gillared hall an the Patcabhareana temple, Varupaleh. tennle 


end in the Vitthalaswamy Lomale complex etc., In most of 


these, Dalarana is renresented wiale Buddha is absent, 


excent an the Last exenple whale Jane ( and not Yueche ) 


iJ 


in kayotsarga nose appears. In the Vajeyananara, Jan 
geems to be ancluded among the Dasavatara in ol-ece of 


Sudaha. 


(1) MATSYAVATARA 


The concept of the Fish ancarnataon has orieanated 
Trom various Handu legends, though it is not found an the 


Satapatha Brahinana. Accordang to this account, the Fish, 


whach sought protection under fianu, saved the latter from 


the flood of whach it forewarned flanu a4 In the tiaha~ 


bherata, the Fash form 1s said to have been assumed by 
Prajanatia. Vaiveasavava iijanu gave prosection to the Fish 
form and later the fash saved nam From the fleed. The 


whe 


Purenic accounts transfer thae mvth to Vashnu and acd other 


a] 


etovits, There 2a eh canst Pestang Story Concerrand Bie 


barth of flataya an the Brahacaevata » The tin Aditvas 


nemely fintra and Varuna hennened to see the nyaogh Urvasz, 
on seeing her, tnear semen vias effused end Fell on the 
GesUne inte oe. jer nod Inte “he weche, Ao ee Pesulig erst 
con 


Vesastha vas born on the eartn, Anastya Tron the arr ont 


a 


the fiatsya ' of jreat brillaance ' an the wertor. 


Matsya of great hbrallaance is a syubol or synonyv3 far the 


OO 


4 


weter and more aastanctly stands for the vater cesentral 


Te, It also symbolises furtality. Thas facr led 


to the sdentafacation of VYashnu, -s closely connt cle wlth 


i , Fa ¥ 3 
the water ana creablion sevVaral other forns . In dhe 


Nahebherata also ve Fand © legena wherein Fash of oo cerahed 


a7 F : 
as Srngi » having @a hern,. Here at as cons:d-rel to be 
gt L - t 36 i 
a Form of Prajgapatiz ratner than of Vishnu y Vee eo save 


fenu from the Great Flood and help him to ascume the role 


of a creatoc, 


The amage of Matsya mev be made tather lalke an 
ordinary Fich or in a forn which as helf 


3 g 4a 1 a 
man ~°, the upner portann beang that of men ane che Lover 
that of a fish and stanGang on its tail fins. The anage 


218 con¢crally gaven four hanes, two of whach carry the 


. 


sankha anc chakra and the other twn beang hele in varada anc 


abhaya mudres. The humen hulf as generally cecoratec with 


11 the ornaments, normally worn by Vashnu and oan the hee 


P Fae 40 
there is 4 kirilamukuta S 


o 


Durang Vagevanevara purrod, we Tant Natsyevatare 
Fagures anvariably eather on the pillors or on the walls 
of Veishnava temoles iske Hazacaramasvamy tounlo, Vitthala- 


svany temole, Achyutereyr Lemple, Pattebhircra Lonoit oetc., 


They are an bas=relacvs only. 


A sculoture of Matsyavatera as denacteu on. 
pallor in the kalyanamandape an the Vattheleswany temgle 
al ilampi (31.0. 43). licre, VYashnu as in Natsyavatara, 
that as, halfe-man and helf-fish; below the werist of tne 
deaty as in fash form. He has four ernms, holds a chakra 


aun the upper raght hence and a sankha an the uop.e Left 


4 


hand whale the lover right hand and the Lover Jeft hone 


ace in abhayamudre and varadamudra respectavely, Be wears 


* karitamukuta, Ger ranos, neclhleces, hara, wvorrte. ur'le, 


with tassels, fanner rings, waristlets ena ar-litts. The 
tazl-end portion oF Fash is turned tovards LL. ft ancou un 


which the racure is standang. 


Characterstic of the neraod, the virarekha is 


shown on the Coreshecd of the deity. The chakra and sankha 


are verv much Sivlazed and hela in betyecn the twa fangers 


= 


af he tear hends. Lena @xoreesion 26. cléorly seen on 


the face of the sculoture and its lover nands ere in abhaya 


and varada mudras. 


There 28 another beautifel nanel «hoveine the 
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Dasavatarasof Vashnu carved on e cack on tne ridaes of 


rock, north of Pansuner2n Bazar et ilampi (Sl.flo. 41 4 ). 
Hore, tha Matsyavatara is shown in the usual forse of nolf- 


human anc helf-fiegh wath sur hands; the usyaer hands heleing 


chakra and sankhe and whe lower hinds are an abhaya and 


vareda mudras, I: has the usual ornaments anclucang the 
kiritamukuta, the long vanamala gerlend 22 seen covering 


partly the body of the fash part. The fisn mart hes four 


side Fans wh2le ats tazl ais turned towards gts right. 


Another panel (Sl.No. 42 a) depactiny Dasavataras 


of Vishnu near the Chakratarth at Hampi, on a houluer is 


crudely fanashed one, Charecterastic of the Vajayaneyera 
peraod, holes for the faxang tre flower yarlends te tiese 
relief fraures have been nrovaced and wnach Laok quite 

praminent an the photocranhs. Thas 18 prebably due to the 
fact chat most of the sculptures of deaties ++ re cervid on 


a geanite rock and an reliefs. 


(2) KURMAVAT ARA 


The Kurma Term i8 also said to hove been aescuned 


4 
hy Preajganat,z to creslte lavano beings > Teo Putenes 
po 
v 


orterse anto @n ancernctery fern of Vaehnu, 


aA. BY 
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aS Peeover Vertes HiaIeees- Teal wares 
dace Vountean cucine 
churning of the Ocean of walk e The onivy anxorbent pert 
wiach Kurma played ag om ancarnatroan af Vashnu was an the 


Ghornsng- et “the. Geer oh HHTwCn Sy Sesvem ee vo aunpark Tor 


nountain ilandara. The legend of tue ' Cyhurnang of Loe 


ma 


Qceen ' hes ats roots an tie Vedas, an the opensan o 


4 3 eee 
Coorarasvamy x The storv as #iso Founa ants full Tiztuvea 


4-1 


form an the two cnacs, the Remavane and tanabhare 


tk 
3 

tH 

ct 


cle 


is abvious, form the mearcre data that the Kurmavatara had 


aimast escaned the attention of the worshappers of Vishnu. 
In laterature alse there is harcly anythang wrait:en caonte1- 
ning an anvocation or appreciation of Kurma. Matsya and 


Kurma the first tuo of the ten ancarnations of Vashnu, 


are minor anes compared to has other evataras, Thi 


< 
eu 
i) 
eu 


nesather often acored or cxalted an the reloganue texblbs nar 
rearesoented anurivadually an stane and warshsapnen bw the 


pepo le. 


m9 


gerenelly Poerer etre 


Tne image of this avatara 2 


ana forn thach as half-cen ane khelf-inrtorzse, tie Lowes 
gar heang that of . tortoise and standine errect on ats 


hind Less. «18 an tne case of fash or Mastyavatara, thas 


suo of 


amege alco has four hanus, which cerry sankha end 


chakra, ‘hile the olher two, Lover ones, are ‘uid sn varada 


and abhaya mudras, The image as 3dornea wath the kirata- 


mukuta as scen at times lake an nretanery tortoarsce. 


Yering the Vigeyanagare neriog, we fand Kurmavata 


generally either on whe walls or om the pallexys on che 


Vaishnave temples and othersalso. 


Vashnu as denicted as Kurmavatare on a ynallis 


wet a aye 


an tne kalyanamandapa of the Vatthelasuamy tengir at 


amon a (Sl.to. 44 ). flere, VYashnu as cs oan os Kurmavatera 


a3 nalf—hunen enc helf-anivel, the par aen be 


=| 


y 
Veaqzear oF 


Lhe aeityv is of tortoise an the full form. Veh 2 Tar 


moro, Fe nes rour arme, holes -@ chakra cna a sankha an 


che unpexr canlie cant! Jere hands wyale he Loves mye 1s. tine 


? 


' 


left hands ere ion abhaya and varada mudras ree co avely,. 


Ne wears @ karitanukuta, makarakundals an Loe cars, neck- 


leces, haras, vaast=-girule wath Lassels, fimecr rings, 


& 


weastlets and as~mlets. The torturse Porm 1s uepictied as 
Sstancdanog on 278 rear-end enc on a peerstal; ell the four 
legs of the tortoise ere also sein on the eades. Th 
Stulatiivs “bene a2 Mell Tansee “one, Cen sre Seniesa 
on tne back of the tartoise shell 1s clearly seen. 49 


usual wath the Vajyayanarara Vaisnneva desties, virarekha 


18 seen on tne fore=head onc stviasea sankha and chakre 


— 


1 


are hele ain the unn2r hands. 


As seen in the care of Matsynavatara ebove, in thea 


at msi rt 


same two groups of Dasavataras, Kurmavatara of Vashnu is 


eed 


. o ’ 


clso seen, whale the farst nanel ( Sl.ito, 41 a ) the 
sculnture 139 well fanisned wath the usual foalures monvacne 
above and vwathouts any variations wh reac an the spenand 
pened. ( Siailoy 42 @) ) at nscexnrely Panashec ene ore 


detarzls are not so vecy clear. 


(3)  VARAHAVATARA 


ext an the tracdationel ore r of ‘he avetares 
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cumes th 


we ERS 


references Lo ihe earth mavang been lafted un from the 


denths of the lover rerions bv @ “Moar ( Varahevatare ai 


on St nae en atte se 


Vishnu ) as Found an the Setanetha Brahmenas ttt rean + 


hanseif, The Enaes and Purancs renreient the fanal sunt 
in the evolution of ine myth and wike the Yoar on ancers 
netron of Vasnnu., In the sharavate Purane2, 26 2s saad 
tTnat wath a vaew to create the unaverss, tne Ler of 
Sectacice became desarous of Lifting un the curth, whach 
had sunk anto the lover recinns and essumed the form of 

- 


Doar. Here the act of liftang up the earth is attr-buted 


w 


to Vishnu. 


The Vishnu Purana, the Langa Purana end the 


° 


fiaruda Purana, mention Hralma as ‘the up-lafter af the certh 
from the acean, but Lhey at the same Lane acentafy Ueahna 
45 


7 ° ro] ‘ 
with Vishnu. The Agni Purana y informs ue thet there 


was a chacf of the asuras nared Haranvakeha, woo vengiashed 


the cods and tool possessaan of thear heavenly co pacdl, 


tires (bne “gers: hed: recource ta Vasrniy hey ete te 


t a 2 
Wile 


essumned the farn of a Boar and slew the denan tinecenyehys 


In the lelec wralangs, this Joar ( Varaha ) avatara 1° 


44 


treated wexclusavely as one assure. by Vasknu eau tho Agemas 


anc Tantres alsn attribute thas ancernatrnon to Vishnu. 


The sculoturcd foiueres comorise Jtree d2fforent 


canceptrional types of thas avatara, nemwely Bhuvaraha or 


Adi-Varaha, Yajnavaraha and Pralayavaraha,. 


: 4 
According to Vaakhanesavena i aU. Ss 
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face of a Boar an assoicatiaon wath tie bocy of e man. It 


has four arms, tyvo of whach hola the sankha anc the chakra 


as usudl. The raght leg snould be slaubtly hen’ ance 1 
Naee co rest -ueon the: seyedied: lyon of the mythical serpent 


Adasesha, who must of sculntured an the csnasny tinth hos 


J. 


wate. (Uf the remaanan: tvo hands, the i: ft hene shel. oo 


shown as Supoortano the legs of Uhucevi, seated on 


eods bent raght right leg, «ath her ewn Legs heaysring 


- 


down, whale the raukt bend as to be shown varne *he west 


of thas coddess. The hoer Face or ihe god sheule be slanht 
f4lted unm -so ade toieke nusele aonrerchoim Line poten ae 
Shouq. be as engaged an smelling her. Tne cutour oa? Varaha 


is renresentead by the darkness of tiywilaght anc Jhudevir 


should have her hands in anjali attitude ‘ath suiteble 


ornaments. Her tace should be slaghtly lifted up ana turned 


towards her Lord, erpreseing her shyness anc gov. The top 


af her head should reach the chust of Varaha and her amcas 


should be made in accordancs wath the panchatala neaciure, 


stur: of Varahavatara 


r 
‘ ee an et en 


There 1s 4 boculriful scul 


af fiazarcoramasvamy temple «= Hee, the Varahamurti 


af Vashnu as shown as s@ated wath the saunnt Leg Lovseoud 
ole 


IAG. resting on em Toatrest bale ole ket. ter. oe Gene ne 


ry 4 aS ~ 
viel Game vaue ee a as Me ae 
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seat for Dhudevi on tae Left Lan. The Varahamurt2 hos Tour 


nancs, the unner two tanvs reluang chakra and sankha while 


the lover left hance 18 bBmbrocing Yhuceva one che Looees rag 


hend as broken end massing, The cers of the voor eve 
clearly shown sanine2nga unverds anu the heed 38 quate reas 
lastic. He ris wearing a kiritamukuta, haras, channavira. 


wristlets, arnklets, loose @nkivts end lower garnents, 


that us, dhoti. 


Bhudeva2 seated an has left lap, has two tends, 


whale the radht lend 


x 
- 


the left hand Holdang — flower stal 


28 arounc the oack of Varahamurti in the act of alangana 


(embracing). She ris @lso verring 2 kiritamukuta, haras, 


anklets, lover gaement, that is, sari ete., Sotn of then 


are snown seated an an anartient Plonkri 


teal, 


and Toliaced prabhavali with kiartamukha as oi eres 


Since the sculnablure hes been executed ano a ble 


stone, the cetazis are clearly, visible. 


There as cnother anvercet. ny pa. ce at Varehamurt. 


of Vashi, <en2cted on bot cuter iil of Alas Usce ery 


temple al Yemod, which as stantind sn semabhanga cur vce 


aA ct ttt 


= ey = oot J ~ rin ts we hy 
wacthan & nmaehe Flon eo by nalaestreass and Crees ce cs tn 
ad at 
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Tolaane work, The agatw has Sour hands as usual vath 


chakra and sankha in the ugnex hends vlhile the lower hones 


iw 
uw 


are held an abhaya and varada mudras respectively. He 


wearing a kiritamukuta anc other usual ornenents. The 


lower Grapury 1s yuite orominenes wath Ploring tassels on 
both the sades, The face 15 a bet vrern out ant so the 
details are not very clear. 


A unicue tync of eculyture af Varaha-Vasuny wath 


Jhudevi 218 seen on a nallar an tie mukhamandapa of Hanauran 


re amas 


raimesveny temoloa at lieammna (Sl.ilo. 46). Here, Vasinu shown 


S,evoiih, OF NES, Sait Lee nse 1S floor ie. ene oe at aA 


~ “ 


lalitasana anc the Left leg 2s friced, uacn ciach chuceva 


r 


as scaiid, He has Taur hanes, tine lowor right tiand as hel. 


in abhaya mudra and the waotr recht nene holes a chakra 


hePt honed woes behanad Laveima anc shovs varada mudra. He 


weacs o tall kiritamukuta, neckl-uice, eer ranas, hara, chest 


bant, werstercsvole, long vanamala, armlets, wristlets «and 


ankl ts. The face of Varaha is turnes tovgres has Left 


anc looking at the face of Bhuceva. The eare af che sn12r 


wt 


(Varaha) ere cleerly shem noantand Uovares ane the Paar 


of Varahe 28 quite realactac an Vajr tneavera ouvle, 


Shuceva ds cecced on the feolr 


Varahn. She nes tua honds, the Left hand holes a lLotur buy 


With 2ts stalk and Sie sinht hend wore peord ene peas 


Jee 


Varaha. She also wears kiritamukuta, car ring’, neck! cus, 


haras, Waist-circle and sari. Here, the Vagus neuare 
Sculntcr hes not Tollowed any ancient texts montdiunec above 
wiale carving thas sculnture of Varahavatara of Vashnu on 
thas pillar. Here, 1t is to be noted that the Vijayanegara 
sculptor conceived this compns2taon to show Varaha-Vashnu 
wath 3hudevi seated in sukhasana posture. 


One more anterestang fanure of Varahavatara~ 


eA e eo me ed 


Vishnu ( Sl.fo. 47 ), as daspleyed an the Arehacalesical 


‘Tuseun,tampa-Kanelesur. Vashnu ws siovn mere an Varahavatara 


nee enact mt 


eated in padmasana on @ pancharatha pedecral 
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wath four hands, tholedzng chakra an te uaner sigit hanu 


eee 


and a@ sankha an the uoner left hend, The lover vaadht nenc 


nm 


is an abhayamudra anu the lover levi hance 2s an varadamudra 


resntctsvely. only the hence as that mi Varaha of which 


kiritamukuta is missann,. He ae toring heras, upavita, 
chest-oand, oroleuts, oericllebs ane enticts. Homa we eur 


T the aevsceriptaan viven an Varkhana- 


Sagama, in the fact that Jhucdevi, nagas, nagaloka ctc., 


are not shown. In thas sculosuce of Varaha-VYaiehnu, neomi- 


 ccemammaanantammnnmranenad 
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nence is ozven to varada and abhaya mudra aspects of 


abe 
U 
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deaty, an influence of bhakti movement that had yaance 


oroeminence and pooularaty by the tume ve come to Vajayr- 


’ 


nadare neraind, 


* 19a 


(4) NARASTHHAVATARA 


it ae rether darfacult te tre ce tice vrigan of 


Narasimha worship because @arly Yrshnanacal lateratuze 25 


Silent on thas aspect. The storv of Narasimhavatara, i 


in sonfway sinalaer to thet of Varaha and the Puranac Torn 


of whe lcgenc as Llanked wath the prececang avatara,. 


Ca the Hehabhiuceate, Narasamhe as concitivue d toa 


he one of the incarnatanans of Vishnu. It 2s said whet 
VYashnu assumed many cafrerent forms ain eraer tn asrotect 
det ’ é 27 iad 

the world nanely Varaha, Narasimha and anusa 2 «6G 


Vashnu Purena makes only a passing riforenace tom the aaa 


lion ancernration. It only states that after has Pathes 


had heen gut to death by vashnu an the fori of ticnelion, 


ae 
Prahlada became the vwuler af the dlartvas ~~, In the 
t ag t al. % 1 PD 
Ghagavata Purana > the storv assumes @ cl ochily carferwnt 


Fora, Haranvabkasanu had proclaimed his supremacy and 
soverignty over the three worlds anc no one in has kincdon 
was ellovwed to acknowledge the supremecy of #ny gac. 
Prahlada, has son, however, turned to be a great devaves 

of Vashnu, even at the wask of his fTetherts wreth, Once, 
Haranvarasiapu askea hap, af Vashnu vas present everyiniere 
why was 7G not vaotble iu the ort1llar Af the hall where 

they had asseniled and saying tias he eblruck tus naliac 
Uist: Woe Fonte chach-beoko a6une.ei. wo So one t Aer Tet, 


Vishnu an the man-lion (Narasimhavatara) forn issued From 


cleft ana tore off the boron of the deron king. These 


= 
ie) 


accounts show the coman origin of the myth end hence 


JL LSON AS pesos hy jJUSTArAeO Sn, presunana Shak the Meses aha 


mvelh ae 4 populur Leaand adopted by the vorsianrers. ai 


r, ” ee 50 
Jachnu to Serve their nurnase 


ae 


The Matsya Purana », anserabes vavaciy the 


Pa 


ohb becueen the denon tliranyakasigu anc the end. +» coor 


~ 


t 


ding to al, the anage of i'arasirhs as to be mide cireh 
hanced, facrce looking and havana the fTece ov “Laon wath 
thack mane. He shoula be shovn to be tearing cut tie 
entre2ls of the demon. The legs shoulc be anterlockec ana 
the denon with a swore and shaelcd should be shown atveckary. 
‘gna Purena » desecibes that the four handed amace of 


farasamha, tvo of has hentis snovuld or boleana tne dise end 


mace anc he should be straking ¢he bosom af, thr domon itn 


the asher «vo henen, The demon shoulcd be lvang on has 
Left. thadhe ‘Accoreane to another Cascrio 
che same Jana Purand, iaresamhe should have che dise enc 


the conch in tis upper tio hanes whalu the cones too love 
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henes shnyla be tcnyeged an hitds 


The ameacs of Vashnu :¢ Nacacanhe are af tyvea 


kancds namely Asana murti and Sthanaka murti. 


tte ere 


(a) Sthanaka murti :- The concentaon uncerleying 


if) 


t the Lion an this ccse 


Q 
183] 
=i 
3 
Zs 
rea) 
H 
07] 
cr 
ia 


the name 3thanaka flar 


we LS 


came out of a pillar, this also a standing nosture with 


the lover left hdnd an blessing posture. The upper rant 


ze) 
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and left hands hold chakra and sankha a5 usuel reson vctively. 


i eculnture of Vashnu 25 spon eas i]-resanhe 
rPeterne om Aceitlivde oh ae kalyanamandana 9° Vithholess amy 
wivigd” eh aroe (Siam G2 Je Hegty Peresseh> “rand spe 
an Senebhanga‘pOs rue on 2 aeeeel als «eile fo0R van sy 


whe upper vaght anc Left hanve vAnle ao styvlizec chakra =nc 


sankha an between the tivo middle fancers while bie Laws 


racnt and left hen¢s are tele in abhaya anc varada mucras 


respectavely. {le wears a lonc kiritamukuta, necklace, hera, 


channavira, vasst-qirele with tassile, lang venamalea, 


eee ‘ 


yajnopavate, dothi, armlets, wriastlets and ankluss. The 


nena: 


lion face with mene as beautafully cerven ana Lhe sculnture 


as a well proportionec one. 
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({b) Asana murti := Asana murti, gnecally a 


wv - 


ed 


single Tauure shoule be Siiovn seelra on a padmasana an the 


ee ca terme 


utkutaka noeture sath yoga patta uaing rcurd the knees and 


back of tie body. Thas tvac of murti as celled as Kavala- 


Wartesamha and at maw heve cather tue or Four hance. Toe 


Upper reoeht to hold chalra and the uyner left henu ta nold 


Senkha ant olner uva hancs str Fehed Forvarau to suonort the 


bent }nees. Thas furm of facasicha as aleo cclleu Yoga- 


Lamoe Se ‘lovee arett- bane or Yogasiece ane 


28 shown in varada noce, 


ee, 


(c) LakshmieNerasimha murti :— Some of Lhe toca ‘ 
cescer.bs ‘larasamha seated with Lakshma on hae daft ley, 
54 

The Skanda Purana » Savs that Narasiurha bac 2 cal: 
avracarance when he is embracang Lakshn:. He lales the 
chakra and sankha and has eves ere Lake fun ont nao. tat 
nands are extenced 3 th. knees ond ne as aon e@ Jontus. 

vucuno tid Vagevyiretnee WeeaeG, “Lae Meese BT 
peesidicneay ec ey oe “d wate eau ae sees 
fdaresanha Tora of Vishnu gesned wice pooguloravy mee aie 


ly Guning the mule of ganer liehonqeng to SAtew., THlava 


jo 
o 
b 


end lrovactu dyvneslirs, vho hoo anclanetaon tayerds Sra 
Versnnevasia, oropounced ov Raomanuge ena lias Tollovers on 
Tama2al and Kanneca countries. “8 a result of chas, we cae 


(of Words anha trodes carved end vorsian sd 


) 
f 
< 
o 
i) 
. 
w 
et 


QeTags 


f the bhakti move wnt orectissd 


by @ Ramenuj2, salvar end nifier Tollowsrs. 


Thas benaqn espuct of lerasamnt oeaned vade rooule city. 


CLUAGUH + Bo Tet DLaces. ive TEPoeI MIS” ASneet. AS Len 2e< 


ne Sbar rethes 


ry 


Hee SPO LeU OSes SMe Caeser eee 


nw 


then verstupnann the Terocaous arn at UVenrearwhn. 


ifl-Graniples: ail Te resarna Sew la way 
ie ceen, fae wonoletiac llorresanh. etetue (Sl. ‘uo. 48) of 
even to the soublh-vwest of Krishnme temple, Thas 29 


eomonolat: ie statue af Lakshmi-Marasinhe heom out of a 


ae an Ae tS2S 


p 
G 
0 
Q 
om 


egnale saranate black mF etoanc. Tits ve 


a 
H 
[aa 


durang the reagn of kane Krishnadevareya, ‘ho bad mur en 


endowmiont, detarzls oF vhnach are emboo.ed on an tnacerzhed 


Slab eeen anfront of the tenole, «At times thas slatuc 
‘ roe 36 
“rangliy sGentafied by some scholars and the local p-oole 


as Ugra=Narasimha., Thais monolathic statue originally had 


a temmle built eround at whach consisted of only sanctum= 
sanctorum and th2s buildauns hes almost Tellen down ervcept 
Fg 
w 


he four walls but there wos enough roor te heve pradakshana 


path around! the statue as can be seen even mov, 


Vishnu as shoin as Merasirvha with arly the heaa 


of a lann. (le as seated an utkutikasana peslure uncer the 


conony of 2 co:ld asana of seven hoaocrd naca Adasesha. 


meme 


a cere 


How at is werv much cestroved anu wutalacea, ¢ 


ay 


an the recuared posataen und bounc bv the yogapatta - ad 


the Foot are cracsec. tie Kas Pour arns, all art byron 


anc’ now ore siarateoan work Le an neneie Ss. Weioung-yre | 


kivatanukuta, neeckincer, ura ctleas, aos eecird ds) 5 eal be 


anu Jogosec anxlets, tLatehmi ws fSunpecee tr have se7n of et eo 
Sha LePe lem or Nake ache Hou ar ores ene. mae ee So 
enc. Be Soi ae wh SS Sine Babi He bee ao Ee AS 
OOS ees Sone We cos) (OL OOh S eee ute a ee ae 
woe a - M a 
Ines CT STaPanent le Broan Bae hew ow re ne 2 wade 


Mouth with mone underneoth. uver Fae Lakshna-ilareasimhe 


oy 


etatue iw oreveced a prabhaveli with kartamukha ‘ti.cch 7s 


germ an contre above the seven handce maga. 


te 


wll the berken nerte of Le! chad enc aspect a gdh es 
have cance been collected and the reneavitien vork i in 


3roiwress, cancuctad by thr Archacolorzcal Survey of India. 


’ 


The moo nt of tlhae seulnturc is 5.70 mtxs. 


« 


fe have an anos, representations of thas Lais 
Wei, 18 oe a date es * sae} em = bs re n t 
hecasamha sculnture with manor verirataon, some of whach are 


detanlied below:- 


Lakshmi-Narasamha is depicted on a paller ain the 
kalyanamandapa of Vitthalagwamy temple at Vatthalenura, 
$ 


farasamhea 


Hamsi @ Sl.No. 49 Je Vishnu as shown here as 


seated un ardhaparyank&sana oosture on a three tier.d pecesta 


The idhe Paot of Naresanha se resteng- on the Jotwe: Pitoc.ar 


=BOG. 4 CANE! ENO Tere Jeg wee Soaed. Lhe 


ck 


mitch served as foo 
Hes sho Lace at alanis hes Teun aeres. Tae Donet: eval nee 


35 hele an abhaya mudra, chr unper right hand halos a sankha, 


whereas the lower Jeft prand eoes round sunnoer 


of Lakehing. He wears a karatamukuta, neckloacc, hares, yajno- 


abe ' a) « | oa 
ries an'Jeuc and ia 


navita, vaistegirdlsa, armies, wrasils 


dothis The hens ane Lhe Pont ves pe seth sranin sted. 


She has tug hands, the Left hanu tales a Lotus buc .2th its 


the xercht nand soes reund the waaset o 


she ears ea kiritatmukuta, «ar crancs, pcskl ce, harass. (roast 
qzrtic, wristlets, ankiets and also a sari. ‘ler foctoores 
asi . 


ann oon <¢ Lotus fTlever, 


Tree 28 a beaycatel, 


scutmcers or Lakshmi-Narasamba of 
ae Se yer ne Sy. an Liye ae ay OL 
vwnoch 39s ante oar she test onbell lc) 
Tames, Thaesoseulerirce cane br Fane 
biot Lakshmi-Nerasimhas xcs, sen 

CPO Eee eeu De riidas. a 
MOCg OG S 4 Shia pete Se Lee are 
Thase cculsture ( Sl.t'o., GSO ) shaves 
#8 Sected on 2 pereetel. Ueacasanh 
naryankasana nosture and Lekshmai 5s 


of ilarasimhe and held by his loaves 
manus, the lnywer tacsht hene -s an 
one holdang chakra ena upner left 


arassmhe is vearing a kiritamukuta (dameuved), 


oe 


ebhayanudra, 


ora ane 


ry paisa 
ryt, 


mas 


"he a ts 


' 


é a 
ets iii, 


ORE Gane as ee 
reel "Biv de a tae Fe, ; 
oe ae GS oF ww toe 

Ou ammo, 
Lakshma-Naracamhaea, 
Cr Olavecad, «tee 2hiy oad 
eeres pete arc pekes pan 
eos sec'ra an ardha~ 
eated un she Left lep 

Left hand. He has four 


unner raght 
hana Nolcing a sankha. 


Cnr TIncs, 


hara, etc., her eight hana snes riund the waaat of Nareacarnhes 
mbpile the ft Renu toles a Plover bun. « crude prabnavals 
Ls seen behand iarasamha. 

WP othe above nraun of Lakshmi-Narasanmha st-ue, 
there ro an antertstina cerving of Lekshmi-Narasamha, @ 
hele -cigveng; S60r on > rock Neer Batra lanne et Harp (Sl..9054). 
The stetue a9 shOUn Be cooret of 3 1 hue cindd Aersssa mich 
has <*™ven hoads Poroaigz ¢ cenomy aver the hosts oP Lekshoad 
ofr yes calvin “PBR “Ee She SO eir EL ks er ee 
ane fede’ an Weetlaon. varhe  e nelo ef voCapeite. ie 1 


\ 
The: ORLY eek OF ce acon Smt Mee Ae wy a eit, . “Peer haa Lay 


the Lover carnt henu 2s an abhaya-cum-chanmaya mudca wii 


v 


tne upper ragdht nenG holds styiased chakra in ths 


fashion of Vagayenegara period. anaan yniguely the other 


left hind holds e bow and an arrow tonether an the uance 
9 vy 


left hand whihe the Lower left hiind 2S an varacamudra secn 


neer tle left knee. The dann face weering o kiratamukute, 


Le POM DLA Eee. (Ce: weeny CS ER. Pye ae i rs 
ere-edan and lh dete cde ane an reer Neen gh ne Se a 

Lekerni, oepated an tre Lert ton oF Taree. 3. 8 ben re 1 
Beane wyneA Freres ane Ta. et Wena esene eames 4g 

Cae  SGite Wee Pew Api ne sent we Se sea a a ae 

Ge) PRs. ope cat Tye eae SS an es Ey MA A ie ise eae 

epi = Pebre ed Cele pacha Flim UN. na bes "GSR “AC Pe ais 

by makaretorans with kartamukha ciesy ov tia certr., Tt 


SSH DS Tee. Baas ae eet Pron eShhe Fane. CesVange 
Yenuwan and Geruca heve been olan to chy 2 Py me om ont 


or 


the ercitd niche but nol Panished. Doth Henurin ne 
haruda are stancuaing on eather sive vath thear hends an 


anjali mudras. 


A- well -orostianed benulire liye xe eit Sell: “ves 


of Narasimha.asc the next ©xrini¢ seen an Peter eas 
Kotdlenga, et Hanno. Ph. dealw ce snon serie mn sukhasana 
noe®'use on a erudel: vangohe id aeearslel. Poot ot ep os ath 

i steno neh CHa Sh Pas aroha we eis. Tes en ame aeebiia 


bud tethounfenasaca. The thavkyw fas Ceee of oon tne 


af humen. It bas four henge, woe Lover cicht bend is ta 


abhayrmudra, toe unncter rauht ban bholusag stvla «a chakra 
the uonem J.ft hand holdang e@ sankha anc Lower Wath henc 
in varadamudre., The karancdamukuta as Sym ever ine ate 


“tf 


of the Lien-facod fluarvasauha. Pronin¢nl bur 


HOLE AEN Oe Besa lane ako tre Lae OnOue Pie Nene ree 


ah 


dejaately carved. Tt has the usual kantebharana. hara, 


vriusticts, ranos, enkicts anc Loose anklets ete. The 
notsvorthy featvuce 1s the trapundra seen nn the fore= ane 


then orevealand Civa-~ 


Q 


of Marasimha, clearly ancricetes th 


iN 


tongriai and vadegalan, 


ae he ia 


s210n3 among the SrasVaishneva such 2 


vbale the one Seen anobers vo he tencrala mark. In ve 


put mot wel} Fanashed, It a2¢ shurvm stancang vali. canes 
he lc an anjgali mudra. To tee reat ar ture ceulyotuce as 
evandang Pacure vath none’es held in anjgali mudra, proncply 


hh 
os 
o 
rs 
Lo 
& 


efush gy) Chie ore aho Naito Tv Bedi, are tt sob aoe 
“He caurviunn of this Taeiire, Tt con alsa bo setn 
mandano wrth crude oe. liers vere erve cue to mxervain emalier 


ber “ES. re A es ee Se Se oe CeCe em et i in 


my ey fs * ai oa ences ba s he 
hove deen  ccemperins. Pn ube woaele, bien ae me OF one 

* oar M . : 
Pee erat. Me A eee CUE, See IM eR ce CNEL he 


KOwele Sowers nine dentate oA aie “ots qyeld. ei 


Cit aatanle agate eae: otra, Sag iely Ga: hae. Le ath. te eee 
on oe padmapitha an te ubkutika wastuc., the lc je beang 
meawnsainee aon the royurred posatien by the yoganatta whale 
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{b) TRIVIKRAMA 


The mythology of Vamana incarnation of Vishnu 
has been more frequently and interestingly represented as 
Trivikerama when Vamana suddenly arew into the virata form 
fsom the dwarfish form, to measure the world, The 
Vaikhanasagama cae differentiates the images of Trivikrama, 
sculptured into three varieties considering the level of 
the left foot raised, that is, upto the level of the right 
knee, the navel or the fore-head, These three varieties 
are obviously intended to represent Trivikrama as striding 
avex the earth, tha middle and the heaven respectively. 
If there be only four hands, one of the right hands holds 
the sankha and on one of the left hands the chakra. On 
the other hand, if Trivikrama is sculptured with eight arms, 
five of the hands should carry the sankha, chakra, gada, 
Sazanga and hala. The right leg is to be firmly planted 
upon the earth and the left one should be raised ta stride 
the world, Brahma should be shown washing the uplifted 
leg of Trivikrama, Siva should be sculptured in the seme 
panel as standing with folded hands. To indicate the earlier 
sequence, below his left leg is te be the dwar?ish figure of 
Vamana with an umbrella in his left hand, xeady to receive 
the crant of his wish from king Ball who stands opposite to 


him nolding a water vessel indicating the act af pouring 
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the sacred water, as a final dedication. Sukracharya, 


his guxu, should also be present there. 


Vamana and Trivikrama images, though seen all 
ever the country do not exhibit many varaéeties. The two 
handed Vamana sculptures are commonly seen vright from the 
Gupta pericd to the Vijayanagara period and even later, 
The four handed variety is also met with occasionally. 
Vamane worship must have been in vogue right from the 
third or fourth century of the Christian era, The Mahs@= 
bharate refers to a tirtha called Vamana tirtha, which 
must have been a prominent place of piligrimage. The 
Vamana Purana also mentions that the Kota tirtha enshrined 
Vamana, somewhere in the Kurukshetra region 65 Kalidasa 
in the Raghuvamsa alludes to the difficult task of Vamana, 
comparing it with his own, in the opening of the first 


canto. 


At Hampi, sculptured panels showing the Dasavataras 
of Vishnu are seen at few places, These panels include 
naturally the sculptural yvenresentation of Vamana, the 
fifth avatara of Vishnu. In all these cases Vamana-Vishnu 
is shown as standing, Similar to other figures of the panel, 
but invariably with two hands only. The left hand is hoelcing 
an umbrella, the canopy of which is spread over his head, 
while the right hand is shown hanging, but holding the 


kamandalu. He is shown wearing a short lower germent upto 


ef 


the knees only and in the fashion of a brahmin woaring 

a dhoti, He is also shown wearing yajnopavita invariably. 
The head of Vamana is shown shaved but the tuft which is 

a must is not clearly indicated in sculptures but the 
Gompostion and appearance in the facs, atleast in one 

case (SL.No. 44=b) are indicative of a berahmacharin end a 
student of ancient scriptures, Again in this case the 
scuaptor has, probably in tune with characteristics of the 
Vijayanagare period, has shown anklets on the legs and 
other ornaments on the hands, round the neck etc., which 


are the clear deviation from the descriptions given in the 


ancient texts, 


The other variety of Vamana avatara of Vishnu is 
when Vamana is shown only in line drawings and on the baundaxry 
stones of Vijayanagara period and later, In this case 
Vamana-Vishnu is shown with two hands, left ona holding a 
spread umbrella and the right one holding a kamancale. He 
is shown as a dwarf, wearing a dhoti or lower garment 
(Sl.Ne. 57). In these variety, the tuft duly knotted is 
necessarily seen indicating him as a brahmacharin and a 
student, These boundary stones with line marking of Vamana 
were used to fix the boundaries of Lands granted by the 
Vijayanagaca rulers and athers for religious purposes, 


and institutions. 


A line drawing figure of Vamana is carved on a 
pillar. He has two hands, holding an umrella in the left 
and kamendalu in the hands respectively. Above the head 
are seen the crescent moon and the sun since the stones was 
used to mark boundaries during the Vijayanagara period. 
This boundary stane (Sl.No. 57), displayed in the Archeeo 


logical Museum, Kamalapur-Hampi. 


A sculpture of Vamanavatara depicted an a pillar 
in the kalyanamandapa of Vitthalaswamy temple at Hampi 
(S1.No. 58). Hers, Vishnu is shown as dwarfish figure of 
Vamana, The left hand holds an umbrella, the staff of which 
is resting on the left shoulder and the right hand is hold= 
ing a kamandalu. His hair is tied up in the fashion of 
bsahmecsharin and wears rudrakshamala as necklece besides 
the armlets and wristlets of beads, yajnopavita and a dhoti. 
The sculpture is a beautifully carved and a well propore 


tioned one, 


Connected with this avatara af Vishnu is the next 


sequence when the same Vamana took the form of Trivikrama. 


A sculpture ef Trivikrama is depicted on a piller 
in the Vitthalaswamy temple et Hampi {S1.No. 59). He is 
shown with four hands, the upper ones hold sankha and chakra 
while the lowex ones are held in abhaya and varada mudras 


reapectively. He wears a kiritamukuta, jewelled haras, 


armlets, chest band, yajnopavita, vaijayantimal, anklets, 
loose anklets and lower garment. Trivikrama is shown 
standing on a fully bloomed lotus flower. At the top is 
privided a prabhavali with kirtimukha in the centre, from 
the mouth of which foliage is emerging. The distinct 
features of the period as seen in this sculpture are the 
loose anklets on the both the feet and the prominent vira- 


rekha or tripundra on the fore-head. 


A sequence of VamanaeTrivikrama avatara of Vishnu 
is depicted on a musical pillar capital in the mukhamandapa 


of Vitthalaswamy temple at Hampi (Sl.No. 60,61 and 62). 


Vishnu is shown as Vamana and Trivikrama in two 
scenes (Sl.No. 60). On the left portion of pillar capital, 
depicted a dwarf Vamana standing in samabhanga posture 
holding an umbrella in the left hand while the right hand 
stcetched forward in the aet of receiving grants from the 
king Balichakravati. In the same scene, the right of Vanana, 
king Balichakravati standing in dwibhange posture, holding 
a kamandalu and poring water on to the right hand cf Vamana. 
He wears a kiritamukuta and other usual ernaments worn by 
a voyal person. Both Vamana and king Halichakravati wear 


dhoti and ysjnopavita on their bodies. 


On the front face of the pillar capitel is seen 


Vamana after assuming the gigantic form as Trivikrama. 


He is standing in tribhanga posture on a pedestal. He has 
ten hands, the lower right hand is held in abhayamudra and 
remaining right hands hold khadga, bana, terjaniyamudra and 
chakra whereas the lower left hand is held in varadamudzra 
and other remaining left hands hold shield, bow, targaniya 


and sankha respectively. 


He waars a long kiritamuta, kundalas, necklaces, 
hara, yajnopavita, channavira, waist-girdle, dhoti, armlets, 
waist-lets, finger fingers, and anklets etc. The tripundra 
mark is seen on the forehead. The face of Trivikrama is 


shown in ugra form with canine teeth. 


Another sequence of Vamana~Trivikrama is depicted 
on the right portion of a pillar capital (Sl.No. 61). 
Trivikrama standing in tribhanga posture on a pedestal. His 
left leg ia planted firmly on the poedontal and the right 
one is placed on the head of the king Balichakravati, as if 
pressing him down to the neither world, King Bali is holding 
his two hands in anjali mudra. Tritikrama has eight hands, 
the lower right hand is held in abhayamudra and other right 
hands hold khadga, bana and stylised chakra whereas the 
lower left hand is held in varadamudra and other hands hold 
shield, dhanus and stylised sankha respectively. He wears 
a long kiritamukuta, kundalas, necklaces, hara, channavira, 


yajnopavita, waist-girdle with tassils hanging, dhoti,armlets, 
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prominently seen on the fore-head of the deity as was the 


practice during the Vijayanagara period. Here, the face of 
Trivikrama is depicted as benine one, after granting boons 


te king Balichakravatri. 


On the left side of the main deity, depicted a 
dwarfish Vamana, standing in tribhanga posture and holding 
an umbrella in the left hand. Above the head of Trivikrama, 


to his right, are shown a couple of flying gandharvas, with 


their hands in anjali mudra. 


A sculpture of Trivikrama and Balichakravati depicted 
on @ pillar in the mukhamandapa of Hazararamaswamy temple 
at Hampi (Sl.No. 62). Here, Vishnu is shown as Trivikrama 
standing on a pedestal. The right leg is firmly planted on 
the pedestal,that is, earth, which is slightly bent as though 
to maintain the balance and the left leg is lifted up above 
the shoulder as if measuring the sky. He has four hands, 
the lower right hand held in abhayamudra and the upper right 
hand holds the stylised chakra in between two middle fingers 
while the lower left hand raised upwords and held in varada~ 
mudra and the upper left hand holds a stylised sankha in 
between the two middle fingers. He wears a long kiritamukuta, 
kundalas, necklaces, hara, yajnopavita, long vanamala with 


central pendant, waist-girdle,dhoti and other ornaments. 
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To the left is depicted king Balichakravarti, 
standing with hands held in anjali mudra. He wears a short 
karandamukuta, dhoti and other ornaments on the body. He 
is shown in a submissive mood and as if ready to accept 
the third step over his head, as the story goes. The 
sculpture is a well proportioned and beautifully carved 


ene on a granite pillar. 


(6) P ARASURAMAVATARA 


Parasurama ( Rama with an axe ) is the sixth in 
the traditional list of the ten incarnations of Vishnu. 
He is often called ' Bhargava Rama * as he belonged to the 
race of Bhrugus, who figure prominently in the Vedic litera@- 
ture. He is considered to be a historical figure unlike 
the previous avataras, probably a great warrior of a parti~ 
cular tribe and later on deified and exalted to the position 
of an incarnation of a very prominent and popular god, in 


the Vedic literature. 


Panini =. mentions a tribe or people known as 
Parasus, but whether there is any relation between Parasurama 
and that tribe is difficult to say because Parasurama is 
used merely as a proper noun and besides in earlier references 


we find him designated only as Rama, Bhargava or Jamadagneya. 


He is called Parasurama probably becausedof his assoica= 
tion with the parasu or an axe, with which he killed his 


mother, at the command of his father Jamadagni ore 


The famous story of Parasurama is related in detail 
in the Mahabharata. The sage Jamadagni had five sons by 
Renuka, the last of them being Parasurama. Once, Renuka 
had gone to the river side to fetch fruits for the sacrifice; 
she saw king Chitrarath sporting merrily in the river. 

Renuka waited for a while witnessing the scene and when she 
returned to the hermitage excited with impure thoughts, 

the sage turned her out and ordered his sons, one after 
another, to kill her. Failing to carry out his orders, 

the first four sons, were cursed to death. Parasurama, 

the youngest of all, obeyed his father and killed his mother. 
Pleased with this deed, Jamadagni offered a boon to his 

son. Parasurama asked for the restoration of his mother 


and brothers life. 


The story of Jamadagni, Renuka and Parasuraema 
gained wide-spread popularity in North Karnataka and Coastal 
regions of west. Temples dedicated to their worship are 
common in these regions, at places like Chandragutti in 
Shimogga District, Hiremagalur in Kadur District; Chikkae- 
nayakanahalli in Tumukur District; Saundatti in Belgaum 
District and other places in Karnataka State. The image of 


Parasurama in Saundatti is a unique sculpture, representing 
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him as holding a caudiki ( a single string musical instru= 
ment ) by both the hands, with parasu and trisula repree 
sented on either side of the image ee. In Saundatti, there 
are also shrines dedicated to Jamadagni and Renuka ( popu] 
larly known here as Ellamma ). The cult of Jamadagni, 
Renuka and Parasurama is popular among a section of the 
people ( mostly non-Brahmins and few sections of Brahmins ) 
in Konkan and North Karnataka regions. Some of them are 
known to dedicate themselves to a life of celibacy and 
worship of the deities Ellamma ( Renuka ) and Parasurama, 
in imitation of whom they carry the caudiki. These people 
(devotees) are known as Jogamma and Jogappa. There is8 a 
famous temple of Parasurama in the Konkan, to which pili- 
grims from all parts resort every year. Even Saundatti is 
also a popular place of piligrimage for the people of 


Maharastra, Karnataka and other parts oF 


Another episode connected with the Parasurama 
story is that once during Parasurama's absence, his father 
Jamadagni himself was beheaded by the sons of Arjuna. This 
provoked Parasurama to take a vow of annihilating the 
Kshatriya race. He is said to have exterminated them thrice, 
seven times or twenty-one times and then retired from the 
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Some scholars believe that Parasurama was a 


historical person. K.M. Munishi Bays great emphasis on 


a os 


his historical character and consider the apostolicity of 
Parasurama to be a later event Mm A similar view is also 
8xpressed by Jart Charpentier, who assoicates Parasurama 


with the dissemination of Aryan civilization into South /*, 


Sculptures of Parasurama should be worked aut 
according to the madhyama dasa tala measure, that is, it 
should be 120 angulas in height, and posses only two hands, 
the right one holding parasu and the left in the suchi pose. 
On the head there should be the jatamukuta and the yajno= 
pavita should prominently adorn the body, as also a number 
of ornaments. According to Vishnudharmottara Purana, he 
should have a jata on his head and his only emblem is the 
parasu or an axe 12. The Agni Purana prescribes four hands 
to the images of Parasurama, holding the bow, the arrow, 
the axe and the sword i, A late mediseval image of four 
handed Parasurama is found from Chamba, in Himachala Pradesh, 
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which holds an arrow, axe, bow and conch ° 


At Hampi no independant sculpture of Parasurama is 
seen. But bold relief sculptures of Parasurama are included 
in the Dasavatara panels of Vishnu. There are two such 
panels seen in Hampi carved in bold relief. As discussed 
in the begining, the Vijayanagara sculptor made good deal 
of deviation form what has been given in the ancient texts 
as discussed above, The Parasurama sculpture seen near the 


Hazararamaswamy temple at Hampi (S1.No. 44=<b) is shown like 


that of a royal or kshatriya person. This sculpture is 
shown standing in samabhanga posture with two hands, the 
right hand holding parasu and the left hand holding a bow 
which is of the full height of the figure. The sculpture 
is shown as wearing kiritamukuta, ear ornaments, jewelled 
hares on the chest, a long vaijayantimala, lower garments, 


tied with waist-girdle, anklets, wristlets and so on. 


The other panel ( Sl.No. 42=c) is seen near 
Kotilinga at Hampi, Here the figure is shown standing in 
tribhanga posture. It has two hands, the right one holding 
parasu and the left one holding a bow of the height of the 
figure. It is also shown wearing a kiritamukuta, haras, 
lower garments, anklets, wristlets etc., This has been a 
bit crudely finished but virarekha on the fore=head is 
clearly visible as in the case of other figures of the 
period, This development may be attributed to the popularity 
of Sri-Vaishnavism attained during the Vijayanagara period 
particularly under the patronage of Tuluva kings who were 


very much influenced by the tenants of Sri-Vaishnavism, 


The sculptures of Perasurama and Rama depicted on 
a pillar in the kalyanamandapa of Vitthalaswamy temple at 
Hampi (S1.No. 71). Here, Vishnu is shown as Parasurama and 


Rama together. Parasurama is shown standing in t%ibhanga 


posture on an oblong pedestal. He has two hands, the right 


hand holds a parasu (battle axe) and the left hand holds 
a long bow (dhanus) which is resting against the left shoulder. 
He wears a kiritamukuta, necklaces, hara, waist-girdle, long 


vanamala and other ornaments on the bady. 


To his left is shown Rama standing in dwibhanga 
posture on the same oblong pedestal. He has two hands, 
the right hand holds an arrow and the left hand holds a 
long bow which is resting against the left shoulder. He 
too wears a kiritamukuta, hara, a long vanamala and other 
ornaments on the body. The figures of Parasurama and Rama. 
are beautifully carved and well proportinate. Here is a 
deviation in that only Parasurama and Rama are shown together 
and Parasurama is shown holding Parasu and bow, no arrow is 
shown. It can be even said that the former combines in 
him Parasurama and Rama as indicated by the attributes 
while the lateer may represent Lakshmana accompanying Rama. 
This deviation can be attributed to the casual way of the 


sculptor, 


(7) RAMAVATARA 


Rama is well-known hero of the great epic Ramayana 
and is the seventh in the traditional list of ten avataras 
of Vishnu. The legend of Rama has greately influenced the 
Indian culture and religion. The story of Rama is immorta= 


lised in Valmiki'ts epic Ramayana and is cherished by the 
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people all over India, But it is difficult to say defini- 
tely at what particular time he was deified and regarded 
as an avatara of Vishnu. Rama never figures in the pre- 
Ramayana literature. Janaka is obten mentioned in the 


a but there is hardly any 


Brahmanas and the Upanishads 
justification for the supposition that he is the same Janaka, 


the father-in-law of Rama. 


Popular belief in this regard appears to date from 
the early centuries of the Christian era, though inscrip~ 
tional evidence of this identification comes from a record 
of about the seventh century A.D. in Tamil Nadu and a 
definite evolution of Rama cult dates from the {0th century 
A.D. However, Rama occupies a place of great honour in 
the hymns of the Vaishnava Alvars of Tamd&l Nadu of 7th=8th 
centuries A.D, In North India, the earliest literary evi- 
dence of the identification of Rama as an avatara of Vishnu 
is found in the works of Kalidasa 17 who clearly alludes 
to the story of the birth of Rama as preceded by the usual 
appeal to Vishnu, in Vaikuntha when he was reclining on 
the serpent bed, with Lakshmi at his feet, and his promise 
to be born as a son of Dasaratha ferine destruction of 
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Ravana ° 


The story of Rama, the hero of the epic Ramayana, 
has bean well-known in South India from the beginning of 


the Christian era. Incidents from the story of Rama are 


quoted in the Sangama works 19 | The deifinite identity 


ef Rama as an avatara of Vishnu is established in the 
Silappadikacam, Im the subsequent periods, the story of 
Rama became widely popular as evidenced by the hymns of 


the Nalayira divya prabandham. 


RAMAYANA SCENES 


Rama, Sri-Rama or Ramachandra, is the ideal hero 
for the Hindus in every respect and his wife Sita, is the 
perfect model of the Hindu womanhood. Rama was born to 
Dasaratha of the race of Raghu. The whole story of Rama 
from his birth upto his ascent to heaven is given in the 


famous epic poem of Valmiki known as Ramayana, 


Amongst the various forms of Vishnu, Rama appear 
to be a more popular one worshipped during the Vijayanagara 
days, It may be recalled that ane of the important temples 
of Vijayanagara was dedicated to Rama, now known as Hazara 
Rama temple at Hampi. [{t implies that it was the one 
lecated near the entrance to the emperor's palace, Accore 
ding to inscriptional evidences the deity installed here 


was known as Ramachandra devaru, originally. 


The walls of this temple and its prakara are 
embellished with a wealth of sculptured panels depicting 


various scenes from the Ramayana. Here, it may be noted 


that Kishkinda one of the main places of Rama's activities, 
has been identified by scholars with this Hampi ae Import= 
ant friezes are those which portray Sravanakumara with his 
blind parents on piligrimage (S1.No. 66), the sage 
Rshyasringa performing the putra-kamesthi-yajna (Sl.No. 67). 
It depicted with quaint realsim which brings back those 

@pic days into the medieval atmosphere of Vijayanagara, 
Another panel depicts vividly the fall of Jatayu that mighty 
bird, falling gigantically to the earth with its vast wings 
but powerless (Sl.No. 68). The sculptor has caught the 
expressions of sadness . : ‘ of three men sadly sta= 
gg@xing under the mighty bow of Siva, which Rama had to 


bend before he could win Sita in Jataka’s court and which 


they could not. 


The sculptor could also portray humorous incidents 
from the Ramayana. Hanuman meeting Ravana in his own city 
Lanka, sitting on his tail coild to form a height taller 
than seat of the ten headed giant (Sl.No. 69). None, who 

beholds this sculpture, can fail to realise how well the 
engraver has sharply carved on this granite surface the 


real spiritof that situation. 


Ramayana incidents are also seen in the temples 
outside the capital city of Vijayanagara, Hampi, like 
Tadapatri oe etc. These sculptures, purely the works of 


Vijayanagara artists, have elicited high praise from art 


eritics like Smith nes In these sculptures of Rama, his 


ally Hanuman is not forgotten to be included with Rama, 


Sita and Lakshmana. 


The iconography of Rama is quite simple and he is 
invariably represented as a human and two armed, his hands 
holding a bow and an arrow. On the head, there should be 
kiritamukuta, in evidence of the fact that Rama was an 
emperor, otherwise alse the image should be fully adorned, 
In the medieval art, he represented flanked by Hanuman with 
Lakshmana and Sita, on either side af) Later sculptures 


also represented Rama carried by Hanuman. 
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According to Vaikhanasagama 
description is given in respect of the figures of Rama, 
Sita, Lakshmana and Hanuman. Rama may be represented as 
standing in tribhanga posture and carry an arrow in the 
right hand and a bow in the left hand, must be adorned with 
all ornaments including kiritamukuta. Sita should be re= 
presented to the right of Rama, must be of golden colour, 
should carry a lotus and the right hand should hang freely 
in the form of lola pose, the left leg placed firmly on the 
ground and right leg slightly bent, that is, in the form 
of tribhanga posture. To the left of Rama, Lakshmana should 
be represented in astatala holding a bow and an arrow. 


Hanuman should be represented to the right with or without 


ayudha of mace and in a worshipful attitude, 
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Ramayana had a deep impact and it spread even 
outside India, in Thailand and Cambodia. But still the 
Rama worship, forming its own separate and distinctive cult, 
does not seem to have existed before the medieval period, 
because the sculptural evidence is not sa common. The 
incarnation of Rama definitely remained minor one still the 
late medieval period, and a very strong prevalence of the 


Rama cult is only a relatively later period, 


The story of Rama is the most popular epic even 
now in South India also. So the worship of Rama had wide 
popularity in this part of the country. As a result, we 
see the sculptural representations of Rama in different ways 
such as in the Dasavatara panels, in group of Rama, Lakshmana 
and Sita, sometimes with Hanuman too and also individually. 
In all these cases Rama is shown with two hands only, whether 
in sitting or in standing postures. In the right hand 
holding an arrow while in the left hand holding a long bow 
almost of his height. In Dasavatara panels at Hampi, he is 
shown as standing, having two hands, holding an arrow and a 
bow, wearing a kiritamukuta, and other usual ornaments, 
characterstic of the divine sculptures of the period which 
include the anklets on both the legs. The bow is typically 
long almost of the height of the figure and it is resting 


on the left shoulder, 
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Rama is also seen in a group along with Sita his 
consort and Lakshmana, his brother. A beautiful represen= 
tation of this group is seen on a pillar in the ardhamandapa 
of Hazararamaswamy temple at Hampi (Sl.No. 63). Here, the 
group is shown under a niche of two pilasters forming an 
arch with kirtimukha at the top from the mouth of which 
foliated decoration flows. All the three figures are standing 
in tribhanga posture and the centre one being naturally of 
Rama. The sculpture of Rama naturally is of more height 
than the other two accompanying figures. He has two hands, 
holding an arrow and a bow as above. He is wearing all the 
ornaments and other similar to the above descriptions. The 
virarekha on the fore-head is quite prominently seen which 
is again characterstic of Vijayanagara period. To his sight 
is shown Sita standing. She too has two hands, the left 
one holding a flower while the right one is in lola pose. 
She is also shown as wearing kiritamukuta, haras, lower 
garments, @ar ornaments, armlets, wristlets, anklets etc. 

To the left of Rama is shown Lakshmana, standing in tribhanga 
posture, He is also having all the ornaments similar to 

Rama and he is also holding a bow and an arrow in the left 
and right hands respectively. The whole composition is a 
very well finished one since it has been executed in the 


media of black granite, 


There is one beautiful sculpture of Rama in relief 
seen in one of the basement (adhisthana) of Vitthalaswamy 
temple at Hampi (Sl.No. 64). This is a beautifully execue- 
ted and finished in relief. It is shown in a niche formed 
of two pilasters, It is standing on a circular pitha and 
under a makaratorana with kirtimukha at the top. The 
figure is in tribhanga posture. It has two hands, the 
right one holding an arrow and the left one holding a bow. 
It has a long kiritamukuta, ear ornaments, haras, chestband, 
waist-girdle with tassels, long vaijayantimala, anklets, 
wreistlets and the lower garment. The divine and serne 
expression is clearly brought out on the face, This is 
one of the typical sculptures of Rama of the Vijayanagara 


period ° 


A sculpture of Rama depicted on the outer wali of 
Hazararamaswamy temple at Hampi (Sl.No. 65). Vishnu is 
shown as Rama, standing in tribhanga posture an an oblong 
pedestal. He has four hands, the lower right hand holds a 
bana ( an arrow ), the upper right hand holds a stylised 
chakra whereas the upper left hand holds a stylised sankha 
and the lower left is in vyakhyanamudra (#), The long bow 
is hung on the left shoulder. He wears a karandamukuta, 
kundalas, waist~girdle, dhoti, and anklets etc, His face 
is of benigne expression and this is a rare representation 
of Rama having four hands, noticed amongst the Vijayanagara 


sculptures at Hampi. _ 
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(8) BALARAMA AND KRISHNA AVATARA 


It is eonvenient for more reasons than one to 
deal with two avataras of Balarama and Sri-Krishna together. 
Both were of the Yadava race, sons of Vasudeva and Devaki 
and both had to be secreted and saved from the tyrant Kamsa, 
the brother of Devaki. A short account of the lives of 
these two Yadava princes is given in Agni Purana and for 
a very detailed account we have to refer to Harivamsa and 
Srimadabhagavata Purana oe Further, during the Vijayanagara 
period, the sculptor deviated from the ancient texts 
accaSionally as discussed above. In the two Dasavatara 
panels seen at Hampi, such deviations are noticed, In the 
first one (Sl.No. 41=b) Balarama is shown in the place of 
Krishna, that is, immediately after Rama. And in the 
second (Sl.No. 42=c), Balarama is shown along with Krishna 
but immediately after Rama. Hence, Balarama and Krishna 


are dealt with together. 


(a) BALARAMA 


The Vira worship of Vasudeva and Samkarsana was 
transformed into the worship of Krishna and Balarama mas 
incarnations of Vishnue Balarama does not acquire a pro= 
minent place among the avataras nevertheless he is an import=- 


tant member of the Caturvyuha, Balarama is differently 
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known as Baladeva, Balabhadra, Samkarsana, as the first 
among the Vrsni heroes, as Vyuha Vasudeva and finally as 
an avatara ae 

Balarama is often stated to be an incarnation of 
Ananta or Sesanaga and his early iconographic representations 
emphasise his assoication with the naga at It may also be 
pointed out here that he had a close relation with Duryodhana 
who had the snake emblem on his banner. In the thirty-nine 
incarnations listed by Ahirbudhya Samhita, the name Ananta 
is believed to stand for Balarama °9, The worship of 
Balarama has been greately influenced by Naga worship. 
Infact, he is considered to be an incarnations of Sesa 
himself, in the Mahabharata. It may be noticed in this 
connection that early sculptures of Balarama are exactly 
Similar to Naga images. The only distingushing point between 


them is the presence of the vanamala on the figures of 


Balarama, 


The images of Balarama, as described by various 


texts, invariably holds a plough=share and a pestle. The 
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Brahat Samhita » says that Balarama should have a plough= 


share in his hand, He should be shown with protruding eyes 
indicating his inebriety. Vishnudharmottara Purana coe 
gives two descriptions of Balarama. One in his Vyuha aspect 


and the other in his Vibhava aspect. In his two hands, he 


holds the plough-share and the pestle instead of mace and 
in his Vyuha form he should be sculptured as Vasudeva, 
having four hands. Balarama should be fair in complexion 
and be wearing blue garments. According to Agni Purana au 
the image of Balarama can be either of two or four handed, 
The two handed one should hold the mace and the plough~share. 
Whereas the four handed variety should hold the conch and 
pestle in his additional hands. Balarama is sometimes 
accompanied by Revati, his consort, who should be standing 
to the right of Balarama, She should be shown clothed in 
pushpa~vastra, her left hand in lola pose and the right one 


carrying a lotus flower, 


Balarama is rarely worshipped independently as a 
god, The glory of the younger brother Krishna has possibly 
thrown the elder brother into the background, His image 
is only occasionally worshipped in assoication with that of 
Krishna as Parthasarathi. Figures of Balarama in the North 
can be traced from a period about two hundred year earlier 
than the coldest representation of Krishna-Govinda and the 
earliest known image of Balarama is the one belonging to 
the 2nd or 1st,century B.C. fa They became rare after full 
popular development of the Krishna myth and its represen= 


tation in art from about 6th=7th century A.D. They parti~ 


cally disappear after the 8th century A.D. barring a few 


later images while depicting the avatara of Balarama ae 


Independent sculptures of Balarama are not seen 
at Hampi, Relief sculptures of Balarama are seen in the 
sculptured panels representing the Dasavatara of Vishnu. 
Here, again the deviation made by the sculptor can be 
observed in Dasavatara panel seen near the Hazararamaswamy 
temple at Hampi (Sl.No. 41=-b). %In the place of Krishna 
and immediately after Rama, the sculpture of Balarama is 
shown in bold relief. The sculpture of Balarama is standing 
in tribhanga posture, He has two hands only, the right 
one holding hala and the left one in varadamudra, He is 
wearing kiritamukuta, ear ornaments, haras, waist~girdle 
with tassels, vaijayantimala, anklets, wristlets and other 
ornaments. Immediately after Balarama in the panel, is 
seen a nude Jaina Tirthankara, in the place of Buddha which 


is a glaring deviation. 


In the other Dasavatara panel seen near the 
Kotilinga at Hampi (Sl.No. 42-c). The sculpture of Balarama 
contains only nine figures instead of ten, the prescribed 
number. Here the figure of Balarama is seen in between 
the figre of Rama and Krishna (Vishnu, since this Figure 
has been shown four hands, the upper two hands halding 
chakra and sankha while the lower ones are in abhaya and 
varada mudras). The sculpture of Balarama has two hands, 


the right hand holding hala while the left hand holding 
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an indistinct object. He is wearing kiritamukuta, haras, 
anklets, wristlets, etc, The whole sculpture is crudely 


executed one. 


There is an interesting figure of Balarama in bold 
relief on one of the pillars of Vitthalagwamy temple at 
Hampi ( Sl.No. 70). His right hand is holding hala and 
the left hand is hanging by the side in lola pose. He 
is shown wearing kiritamukuta, ear ornaments, haces waiste- 
girdle, vaijayantimala, anklets, wristlets etc., He is 
also wearing the lower garment and other ornaments as worn 
by Vishnu. The Sri-Vaishnava mark tripundra is again clearly 
seen on the fore-head of Balarama indicating the predominent 
position and patriotism enjoyed by Sri-Vaishnavism during 
the 15th and 16th centuries at the hands of Vijayanagara 


rulers and their subjects of importance. 


(b) KRISHNA 


By far the most attractive avatara is that of 
Krishna, who can be said to stand at the very root of the 
avatara conception. Other avataras discussed earlier, age 
for specific purposes and are more of symbolic significance 
than of a prologned expression of divine characteristic 
through human or non-§uman forms. His worship is so popular 
that his devotees regard him not as a mere incarnation of 


Vishnu but as the Supreme Lord himself. Born to Vasudeva 
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and Devaki, he was carried to the couch of Yasoda by his 
father to prevent death at the hands of his brother-in-law, 
king Kamsa, as it had been predicted that the eighth=born 
child of Devaki would cause the death of Kamsa. Hari Vamsa, 
Srimad=Bhagavata, Vishnu Purana etc., narrate the exploits 
of Krishna in all vividity, To Hindus, Krishna is the 

great symbol of many virtues, He is the aunenus statesman, 
warrior and hero, a great philosopher and teacher, He is 
the great expounder of the * Song Celestial ° the Bhagavad 


Geeta. 


The Krishna avatarea around which innumerable myths, 
and stories have sprung up, is perhaps the most popular one 
in the South as well as in the North India right from the 
beginning of the Christian era down to the present day. 
While the name Krishna occurs in Rig-Veda and in Chandogya 
Upanishad, it is only in the Mahabharata, Krishna, Devaki-g 
putra emerges, first in the role of human hero, religious 
teacher and counsellor of the Pandavas only to be raised 
later gradually to the level of a divinity and even identi- 
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fied with Brahman 


Stories of the Krishna saga were known to a number 
of Puranic works besides the Mahabharata. Epic and Puranic 
literature relate the stories of Balarama and Krishna to- 

¢ 


gether, but it is to Krishna and to his feats, they devote 


a greater part of their descriptions, Among them, the 
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Matsya Purana, Agni Purana, Vishnu Purana and the greatest 

of all, the Bhagavata Purana, are important and they not 

only narrate the stories but also give important iconographic 
details. To summarise the legends surrounding Krishna is 

an imppssible task, as they are innumerable, Infact, no 
Purana omits recognition of this most beloved of the ten 


avataras. 


The Bhagavata Purana, the sacred book of the 
Bhagavatas or Vaishnavas, follows to a great extent the 
Harivamsa. The Bhagavata stories of Krishna appear to have 
been extremely popular in South, in the 7th-8th centuries 
A.D., as evidenced by the frequent references to them in 
the hymns of the Alvare. All the childhood stories of the 
Krishna and Balarama are not chiselled out in stone but the 
sculptors made use of some of the important episodes favoured 
commonly by the people. The stories of Krishna, as known 
to the Alvars indicate that every aspect of the deity was 
@amiliar to them, that is, Krishna the divine hero of Mahae 
bharata helping the Pandavas in the Bharata war, Krishna 
the cowherd who tended the cattle, played with the gopis and 
played the flute, Krishna as Govardhanadhari, as Kalinga 


Mardana atc. 


The main story begins with the birth of Krishna 


in the jail. Immediately after his birth, Devaki handed over 
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the child of Nanda as already enjoined by Vishnu himself, 
A panel at the famous Dasavatara temple at Deogarh depicts 
a woman handing over a child to a male figure, evidently 
Vasudeva, He is standing to the left of the female figure, 


Devaki, ready to take away from her the new born baby ae 


Krishna blew the conch and hid the sun during the 


Bharata war to help the Pandavas in two incidents in Mahaq- 
bharata 36 In this connection, particular mentionrg must 
be made of the role of Krishna as a charioteer of Arjuna, 


which gave rise- to the concept of Parthasarathi. 


Kalinga or Kaliyamardana form is one of the most 
favourite exploits of Krishna where subjugation of the serpent 
Kaliya is the theme. There stayed in the waters of Jamuna, 

a serpent named Kaliya, who had poisoned the waters. Once 
Krishna thought of destroying it for the good of the people. 
So he jumped from a Kadamba tree into the river and sub= 


jugated Kaliya 97 (S1.No. 72). 


The next important episode that has acquired the 
utmost popularity is the Govardhana-Dharana. The story of 
Govardhana lila, when Krishna rescued the people and animals 
from the idavy rains by lifting up the mountain to provide 


shelter to them, is too well known to be related 78 65).Noo73) 6 


Krishna as the Venugopala, flute player, was 
equally papular. This aspect of the god is again intimately 
connected with his cowherd characteristics. Often he is 
said to have carried a stick to drive the cattle and a flute 


which he played to summon them 72 (Sl.No. 74). 


A sculpture of Venugopala installed in the sanctum 
of a living temple of Venugopalaswamy at Timmalapuxra in 
Bellary District of Karnataka (Sl.No. 75). Vishnu is shown 
as Venugopala standing in tribhanga posture with right leg 
crossed over the left leg, on a saptharatha pedestal and 
under the canopy of seven hooded naga. He has four hands, 
the lower right and left hand hold a long flute on which he 
is playing. The upper right and left hands hold stylised 
chakra and sankha in between the middle fingers, respectively. 
He wears a long kiritamukuta, kundalas, hara, yajnopavita, 

a long vanamala,-.waist-girdle with tassels and frills around 
the thigh portion, anklets, wristlets, anklets and loose 
anklets. He has tripundra mark on the fore=head. The 
prabhavali with kirtimukha at the top, is provided at the 
back of the deity. Above the kirtimukha of the deity, is 
depicted the hill. Since he had lifted the hill, as narrated 
in the Bhagavata Purana, he is known as Giridhari. On the 


top of the hill are shown some animals and birds. 


To the right, below on the pedestal are depicted 


a tiger, three cows and a swan and to the left are shown 
deer, cow, elephant with its raised trunk and a swan, which 


are looking upwords towards Lord Krishna. 


This is one of the most beautiful and best 
sculptures executed by the Vijayanagara scudptor on a 
black granite stone, The sculpture of Venugopala is still 


under worship. 


Krishna sporting with the gopis is another capti~ 
vating theme, wherein Krishna is shown as hiding the clothes 
of the gopis while they are bathing in the river Yamuna. 
Rasalila scenes are also met with in sculptures at Hampi, 


Kanchi and other places, 


According to Vaikhanasagama, the figure of Krishna 
should be made according to the madhyama-dasa-tala measure of 
the 120 angula in height. The complexion of the image of 
Krishna should be b&ack and is to be clothed in red garments 
and adorned with various ornaments, It should hold the 
flute in the right hand, the left hand bent at the elbow, to 
hold the end of flute. He should have a kirita on the head 
and on the right hand side, there should be the image of 
Rukmini, golden yellow in complexion, Her right arm should 
be in lola pose and the left hand should hold a lotus flower. 
On the left side of Krishna, there should be the image of 


Satyabhama. 


The famous Krishna temple at Hampi, situated north 
of Lakshmi-Narasimha statue, was constructed by the king 
Krishnadevaraya. Here, an inscription dated 1513 A.D. 
states that the emperor Krishnadevaraya had brought from 
a shrine in Udayagiri, an image of Hala Krishna and installed 
it in this temple, now this image is exhibited in Madras 
Museum, The incidents mentioned in the Puranas relating 
to Krishna lila can be seen on the walls and pillars in 


this temple. 


On the walls of many Vijayanagara temples, scul= ” 


ptured reliefs of Krishna as Venugopala with the flute in 
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his hand and standing under a tree with the gopis around 


him are common 100° Sometimes he is seen sitting on a 

tree with the gopi-maidens in a pond below, begging him to 
return their clothes which he had stolen and hung on a tree 
while they were engaged in bathing. Krishna is also depice 
ted quite often as a child with a ball of butter in his 
right hand and crawling on the ground. Reliefs of Krishna 


shown as tied to a mortar are also seen at many places like 


Penukonda, Hampi etc. 


As already pointed out in the Dasavatara panel 
seen near the Hazararamaswamy temple at Hampi (S1.No.4i=b), 
the place of Krishna is given to Balarama. In the other 
panel seen near the Kotilinga at Hampi (S1.No.42=c), the 


figure of Krishna has seen shown with four hands. The 


upper ones holding sankha and chakra while the lower hands 
held in abhaya and varada mudras. Here, it is the sculpture 
of Vishnu rather than that of Krishna which is again a 
deviation from the tradition. This figure of Krishna is 
standing in samabhanga posture and is wearing a kiritamukuta, 
and other usual ornaments. This is again crudely finished 
sculpture which goes to testify that the Vijayanagara scule 
ptors quite often were interested in producing sculptures 


in numbers rather than concentrating on quality. 


The individual sculptures of Krishna either in 
relief or in round were not so popular in the Vijayanagara 
period. But other forms of Krishna taken from his life 
story seem to have been quite popular as can be seen in 
number of instances such as Baby Krishna on his knees, 
that is, Krishna crawling on his knees and hands, Krishna 
subjugating the Kalinga, that is, Kaliyamardana; Krishna 
sporting with the clothes of gopikas, Krishna playing on 
the flute while tending the cows, Krishna lifting the 


Govardhana Giri (Mountain) and others. 


A beautiful sculpture of Bala Krishna is seen in 
bold relief on the eastern wall of Hazararamaswamy temple 
at Hampi (Sl.No. 76). In this connection it may be noted 
that Krishnadevaraya, the greatest of Vijayanagara line of 


kings, constructed a temple for the deity of Bala Krishna 


which had been brought from Udayagiri in Andhra Pradesh, 

as a token of victory over the Udayagiri, which testify 

the popularity of worship of Bala Krishna with the Vijaya-= 
nagara rulers, Even the locality around this temple was 
named after this deity and known as Krishnapura, a suburb 
of metropolis of Vijayanagara city. The sculptures of 

Bala ‘rishna are seen in relief as decorative ones in almost 
all the temples of Hampi, Another popular theme of the 
exploits of Bala Krishna was psporting with Kalinga. This 
sculpture shows young Krishna standing on the hood of this 
Kalinga holding its tail in stretched left hand and merrily 
dancing. Again this is commonly seen in almost all the 


temples at Hampi. 


Next important presentation of Krishna is the one 
showing Krishna lifting the Govardhana Giri (Mountain) and 
giving shelter to the cows and cowherds stc., and became 
popularly known as Govardhana Giridhari. A beautiful pre=- 
sentation of this subject is seen on the western wall of 
Hazararamaswamy temple at Hampi (Sl.No. 74). The deviation 
again is seen in this idependent sculpture. Here, Krishna 
is shown with eight hands holding different weapons and 
the lower ones are holding flute. He is standing with his 
right leg crossed over the left one. He wears kiritamukuta, 
Gar rings, necklaces, waiste-girdle, long vanamala, wristlets, 


arnklets and loose anklets, which are the charateristics of 
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the Vijayanagara period. On each side of the Krishna is 
shown a lady standing in tribhanga posture, holding a 
lotus bud with its stalk in the right hand while the left 
hand are in lola pose. The Ladies wear kiritamukuta, ear 
rings, wristlets, anklets and lower garments. In front 

af the ladies are shown one cow on each side, The whole 
composition is the theme of liftkng of Govardhana mountain 
though the mountain is not shown specially for want of 


space. 


Another most popular theme with the sculptors of 
Vijayanagara period pertaining to the life incidents of 
Krishna was, his sporting with gopikas wherein Krishna is 
shawn as hiding the clothes of gopikas while they are 


bathing in the river Yamuna etc, 


(9) BUDDHA AVATARA 


Buddha was added to the list of the incarnation of 
Vishnu only after the Gupta period, IJI£ is not found scul=- 
ptured independently except in the Dasavatara panels. Though 
several Puranas bee refer to Buddha as an incarnationof 
Vishnu, very little impbrtance is attached to him. The 
image of Buddha does not carry any of the Vaishnava emblems 


according to Agni Purana. The Puranas themselves are dividec 
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in their views. Some of them, like the Bha 


gavata Purana, 


for instance, include Buddha among the avataras of Vishnu 


while others do not. 


Agni Purana states that * the suras, having been 
defeated in the battle by the asuras, sought the protection 
of Vishnu, who, in consequence, was born as Buddha, the 
son of Jina '. The Puranas refer to Buddha as the san of 
Ignorance (ajnana), born to deceive the enemies of the gods. 
As Buddha, Vishnu advised the asuras to abandon the Vedas, 
whereupon they lost all their power and enabled the suras 


to establish their supermacy.' 


The incarnation of Vishnu as Buddha does not 
flatter the Buddhists. The Buddhists are referred to as 
naked people, since they do no wear the covering of the 
Vedas, Though, this incarnation is symbolic of the deep 
hatred that the Hindus felt for the Buddhists and their 


profound respect for Buddhist teachings. 


According to Brihat Samhita, the Agni Purana, and 
the Vishnudharmottara, the figure of Buddha should have on 
its feet and the palms marks resembling the padma or lotus, 
the body should be full and fresh and of fair complexion 
and the head should have short curly hair on it. The 


sculpture of Buddha should have a very benign and calm 
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appearance, long ears and a halo behind him. The image as 
a whole should appear calm and full of grace, and it should 
be seated on a padmasana, The body should be covered the 

kashaya, the yellow garb of the ascetics, The hands should 


be either in the varada and abhaya mudras or dhyana or 


bhumisparsa mudra 102 @ 


During the Chalukya and Hogsala periods, Buddha 
seems to have been invariably included among the ten incar- 
nations of Vishnu and his image is always found in the sculp= 
tured panels wherever these avataras are portrayed. The 
most favourite position for the sculptor to introduce these 
avataras seems to have been in the prabhavali round the 
Figure of Vishnu. The avataras seen in the prabhavali be~ 
ginning from the Fish incarnation (Matsyavatara) are sculp- 
tured from the right of the Vishnu image and to the left Hee 
In all these instances Buddha is represented as seated in 


the dhyana attitude, with his legs crossed and his hands 


placed upon the legs in the yogamudra. 


In the Hazararamaswamy temple at Hampi, Vishnu is 
carved in many of his manifestations including Byddha. On 
the outer walls of the garbhagrah (sanctum) are two relief 
showing Buddha as incorporated in the Vaishnava Pantheon 108, 


As prescribed in the Puranas mentioned above, the sculpture 


of Buddha, here, are shown as seated on a pedestal in 


padmasana posture and the palms of the hands resting one 
above the other near the navel, all in yogic or dhyana 

pose (Sl.No.77). The sculptures are well proportioned with 
a beautiful body, calm and serene and round face, ear lobes 
touching the shoulders. He has ushnisha on the top of the 
head. It is interesting to note here that these Buddha 
figures bear on the foreheads the virarekha characteristic 
of the Vaishnavaites unlike of the Buddhists, Further the 
line drawings of sankha and chakra the two Vaishnavite marks 
are shown by the side of the one of the figures to emphasize 


the aspect of Vishnu avatara. 


But in the Dasavatara panel, seen near the Hazara~ 
ramaswamy temple at Hampi (S1.No. 4i=-b) in the place of 
Buddha, the sculptor has carved the standing figure of a 
Jaina Tirthankara. This may be due to the sculptors in= 
ability to make the distinction between the Buddhist figure 
and that of a Jaina. This needs us to presume that the 
sculptor has no mastery over the texts on Hindu Iconography 
and in this area the Jainism was very popular and analogy 
of Jaina figures must have been influenced the scudptors in 
this case, Here, the Jaina figure is standing in kayotsarga 
pose on chandrasila pedestal. The figure is completely nude, 
it has long earlobes and neately shaved, The other Dasavatara 


panel (Sl.No. 42=c) does not contain the Buddha avatara at all 
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Here the sculptor has shown only nine avataras, that is, 
he has omitted Buddha and also even Kalki. Thus the sculptor 


in this case almost has not followed any ancient texts 


Ze aie 


properly. 


(10) KALKI AVATARA 


The last of the ten incarnations of Vishnum is the 
Kalki avatara in the traditional list. It is believed that 
this incarnation has not yet taken place and is predicted to 


come at the end of Kaliyuga or the present dark age ros 


According to Agni Purana nee 


* in the Kalikyuga, thoughtless 
men will began to commit acts fitting them for hell, and 

the confusionof casts will continue. Then will virtue and 
religion disappear. At last Vishnu shall appear as Kalki 

and he will destroy the barbarians and re-establish all those 


pure customs and morals which are based upon the due obser=- 


vance of the duties prescribed to the castes and four orders °. 


The meaning of the name Kalki has been much specu- 
lated upon as it is an * etymological riddle '. It appears 
in two forms Kalki and Kalkin and both of these are said to 
have been derived from *Kalka® meaning ‘dirt,sin', which is 
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hard to believe o In the Vaishnava ideology, it is, 


however, understood to mean one who ‘thas sin’, that is, 
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thas come to put an end to sin’, a Kalka=Vinasan, Though 
this interpretation suits the position Kalki occupies, it 
does not explain satisfacterily the work and its formation. 
However, it is significant that the name Kalki is used in 
the hymns of Tirumangai Alvar, who describes the god as 


riding a horse, having come to save the world 108 


The Vishnu Purana 10? gives further details about 


this tenth incarnation, * thus, when cermonies based upon 
the Vedas and the institutes of the sacred law shall have 
nearly ceased, and the end of Kaliyuga will approach, a 
portion of that divine being, who is the creator of the 
whole universe, the preceptor of all immovable and moveable 
beings, who is identical with Brahma and all created beings, 
shall incarnate himself on this earth. He will be born as 
Kalki, in the family of one Vishnu Yasa’s, an eminent Brah- 
mana of Sambalegrama, and will be endowed with all the eight 
Superhuman powers. By his irresistable herosim, he will 
slay all the foreign barbarians and theieves and all those 
who are addicted to sin. His greatness and might shall 


unobstructedly prevail °. 


Two varieties of the image of Kalki are described 
by the Agni Purana. One of them represents the god as two 
armed, endowed with bow and an arrow and the other shows four 


armed deity riding a horse and holding a sword, conch, wheel 
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and an arrow - Both these 


the Hayasirsa, Pancaratra, the 
god holding weapons are almast 
Vishnudarmottara Purana, Kalki 
with sword in his raised right 


an angry moods 


varieties are spoken of by 
two or four armed figures of 


iii. In 


of identical order 
is described as two armed 


hand, riding a horse and in 


The sculptures of Kalki avatara of Vishnu are 


noticeable at few places within the Hampi. 


One of them is 


seen included in the Dasavatara panel near Hazararamaswamy 


temple at Hampi (Sl.No. 41=b). 


As already described above, 


this Kalki figure if shown by the side of Jaina sculpture. 


This is/fully conceived and executed sculpture of Kalki. 


He is shown here, as standing in samabhanga posture. 


He has 


four hands, the upper ones holding chakra and sankha while 


the lower ones are held in abhaya and varada mudras. 


He is 


wearing a kiritamukuta, ear ornaments, lower garments, waist- 


girdle, long vanamala, anklets, wristlets, etc, 


The figure 


is a bit disproportionately carved as for as the human body 


is concerned, 


The other sculpture of Kalki avatara is in accord= 


ance with the descriptions given in the anicent texts and 


Puranas. 


Vitthalaswamy temple at Hampi (Sl.No. 78). 


It is seen on a pillar in the Kalyanamandapa of 


Here, the 


Kalki avatara is shown riding on a fully caprisoned horse, 


which is shown moving forward, 


Kalki has four hands, the 
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upper ones are holding a sankha and a chakra, the lower 
left hand holding the reins of the horse while the right 
one is in the act of directing to go forward. He is wearing 
a kiritamukuta, lower garments and other usual ornaments 


of the period. 


Another sculpture of Kalki avatara is seen ona 
pillar in the ardhamandapa of Hazararamaswamy temple at 
Hampi (Sl.No. 79). Vishnu is shown as Kalki avatara riding 
a fully caprisoned horse. He has four hands, the upper ones 
are holding a sankha and a chakra whereas the lower ones 
are holding sword and round shield respectively. He is 
wearing a kiritamukuta and other usual ornaments worn by 
Vishnu. This sculpture is beautifully carved and well in 


proportinate. 
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OTHER FORMS OF VISHNU 


SSIs eiamtsoes sesame ee Sem 
(a) VENKATESA 


Venkatesa is another popular god to the Hindus. 
The famous Tirupati temple goes to this appellation in the 
South and its other name is Balaji by which it is more 
popularly known to the Hindus or North. The temple of 
Lord Venkatesa is on the top of the hill called Tirumalai, 


in Andhra Pradesh. 


The name Vengadam is known to Tamil literature from 
the Sangama period onwards, Silappadikarm, clearly describes 
the hill Vengadam as sacred to Vishnu, who is found here in 
standing or sthanaka form. This description is as much 
important for iconographic contents as it is for its lyrical 
beauty. It says that on the sumit of the mountain of Vengadam 
with the beautiful water falls, stands Vishnu, like a cloud, 
holding the sankha and the chakra comparable to the moon and 
the sun on either side, wearing the long garland (vanamala) 
and gold ornaments Ne The name Venkatesa may be said to 
have some special significance especially in South India, 
as we find no such term used in the North. The word has been 
indegenously interpreted as the * burner of all sins ° ane 


The nature of importance of the deity is given in the Aditya 


Purana which says the god Venkatesa descended to this world 


in the Kali yuga just as Narasimha, Rama and Vasudeva= 


Krishna did in Krita, Treta and Dvapara yugas rie. that is, 


‘ krte tunarasimha bhut tretayam raghunandanah, dvapare 
vasudevasca kalau venkateanayanah *. However, the figure 
of the god Venkatesa in the sanctum can not be studied 
closely due to rigid ritualistic injenctions., Generally 
Venkatesa is seen in a standing position with four hands, 
the back two of which carry the sankha and the chakra, the 
lower right hand is held in varada mudra and the lower left 
hand is made to rest upon the hip or thigh, that is, 


katyavalambita hasta ie 


Of the sculptures of Venkatesa of Hampi, there are 
four which are important. A sculpture of Vishnu is shown 
as Venkatesa (S1.No. 80) standing in samabhanga posture on 
a pancharatha pedestal. He has four arms, the lower left 
hand is made to rest upon the thigh in the form of katyava-~ 
lambita hasta and other three hands and head of the deity 
is broken and missing. He wears necklaces, hara, armlets, 
wristlets, waistegirdle, long vanamala, anklets and other 
ornaments on the body. This sculpture is in bold relief. 
It is of black granite probably meant for installation as a 
main deity in some temple. During the Vijayanagara days, 
normally the main deity of any temple was carved out of 


black granite stone carried from far off stone quarry. 


This practice had to be resorted since in the media of 

black granite, the details of ornamentation etc., can be 
carved minutely and also impressively whereas the locally 
available granite stone was not so receptive to the chisse= 
lling as the black granite was. Hence, the master sculptors 
employed this media for main deities while they used the 
local abundantly available granite for the parivaradevatas 


and other minor deities as well as for agchitectural purpose. 


Another sculpture of Venkatesa which is exhibited 
in the Archaeological Museum,Kamalapur (Sl.No. 81). He is 
shown standing in samabhanga posture on a pedestal. The 
posture prescribed invariably for the deity of Venkatesa. 
He has four hands, the rear ones are holding stylised chakra 
and sankha in between the middle fingers, again character= 
istic style of Vijayanagara period, The front right which 
must have been in varada mudra is broken and missing. The 
front left hand is resting on the left thigh in the form of 
katyavalambita mudra. This is a beautiful piece, well pro- 
portioned and attractively carved and finished, Part of 
the kirita is also broken and missing. The jewellary of 
the deity includes makarakundalas, haras, necklaces, chest= 
band, long vanamala, waist-girdle with festoones, anklets, 


weistlets, armlets etc, He is wearing the lower garments 


with frills shown flowing on either side and fixed to the 
bejewelled waist-girdle. The face which must have been 
full of expression, has been defaced sufficently yet the 
divinity, serenity can be observed, It is one of the best 
pieces of Venkatesa found at Hampi and it can be assigned 
to 16th century, when Venkatesa of Tirumalai was accepted 
by the Vijayanagara rulers as their tutelary deity and made 


numerous grants in the name of this patron deity. 


One more sculpture of Venkatesa which is exhibited 
in the Archaeological Museum,Kamalapur (Sl.No. 82). He is 
standing in samabhanga posture on a semi~circular pedestal. 
He has four hands, the lower right hand held in @arada mudra 
the thumb portion is partly chipped off. The upper right 
and left hands hold stylised chakra and sankha in between 
the fingers and the lower left hand is kept on the left 
thigh in Katyavalambita mudra, He wears a long kiritamukuta, 
kundalas, necklaces, hara, channavira, yajnopavita, waist= 
girdle with tassils and frills, long vanamala, dhoti, the 
ends of which are shown flowing on either side of the deity, 
armlets, anklets and finger rings etc., The prabhavali has 
kirtimukha at the top from the mouth of which issued foliage 
is provided at the back of the deity. This is a beautiful 
sculpture of Vijayanagara period and the details are minutely 
carved, which must have been a main deity installed in one 


of the Vaishnavaite temples at Hampi. 
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The next sculpture of Venkatesa is in bas relief 
seen on a pillar in the Vitthalaswamy temple at Hampi 
(Sl.No. 83). He is shown standing in the usual samabhanga 
posture, with four hands, the rear ones holding chakra and 
sankha while the front ones are held in varada and katyava= 
lambita mudras, He is shown as wearing kiritamukuta, makara~ 
kundalas, jewelled haras, vanamala etc., Since the media 
of this sculpture is granite, the details are not so impre= 
sSive as in the above case, yet the divine serenity, can be 


read on the face of the sculpture, 


Another sculpture of Venkatesa is in bas relief 
seen on a boulder along with the Dasavatara panels, near 
Kotilinga at Hampi (Sl.No. 89). Here, Venkatesa is shown in 
samabhanga posture. He has four hands, in the usual mudras 
and attributes, He has kiritamukuta, the usual jewellary 
and lower garments, but the finishing is without details, 
The addition here is that a five hooded naga is shown above 
the head of Venkatesa. Another important feature noticeable 
here, is a virarekha on the foreehead of the deity. Twa 
reliefs of divinities in lesser height are shown one on either 
side, also standing in tribhanga pose. They are holding 
flower bud in one of their hands while the remaining hands 


are in lola pose. 
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(b) LAKSHMI = NARAYANA 


As the very name indicates, Lakshmi-Narayana is 
Vishnu as Narayana in the company of the goddess Lakshmi. 
According to ancient texts, the goddess is generally to the 
left of the god. The right hand of the goddess should be 
shown round the neck or at the back of the waist of Narayana, 
whese left hand in turn should be made to embrace the goddess 
round her waist. In her left hand, Lakshmi should hold a 
lotus, The figure of the attendant Siddhi, beautiful and 
youthful, decorated with ornaments, should stand near Lakshmiege 
Narayana with a chauri in her hand. Below and slightly to 
the right should be the image of Garuda. The ayudha 
purushas representing the sankha and chakra should also be 
made to stand by the side of Vishnu. Two upasakas Brahma 
and Siva with their hands held in anjali pose should be 
seated in front. Such is the Lakshmi~Narayana group as 
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described in the Sanskrit authorities 


The Lakshmi-Narayana variety of images also belong 
to the same class of Lakshmi=-Narayana and other combined 
forms of Vishnu and Lakshmi. In South, the earliest datable 
temple dedicated to this form is the one at Kayantandalam 
in the Chingelput District of Tamil Nadu Vt An inscri- 


ption of the fourteenth year of the late Pallava ruler 


Kampavarman, close of the 9th century A.D., records the 


construction of the temple by a Manarasa whoa was in the 
service of the king ae In the Hoysala temples at Belur 
and other places, images of Lakshmi~Narayana are represented 
frequently on the temple walls. An image from the Kappe= 
cennigaraya temple in Belur, illustrated by Gopinatha Rao, 
shows Vishnu seated in lalitasana with Lakshmi on his left 
lap, the lower left hand of the god holding her by the 

waist ae In Kollegala in Karnataka, is another temple of 
Lakshmi=-Narayana containing the inscription of Vira Ballala 


and Viranarasimha nen. 


Lakshmi as a goddess of prosperity, was acknow= 
ledged from the very period as evidenced by the images of 


Gajalakshmi found from Barhut and other places ner In 


Mee Lakshmi appears as a consort of 


the Yayakhya Samhita 
Vishnu forming a pair not only with Vishnu but also with 


Vaikunthanatha and Narasimha. 


The Parananda Sutra hes also gives a simple des~ 


wription of the LakshmieNarayana image, ' Lord Hari is to be 
meditated upon as having the juman body with dark complexion 
and wearing yellow garments. He has four hands and is accom= 
panied by Lakshmi. In his right hands he holds the disc 

and the mace and in his left ones the lotus and the conch. 
There should be his Garuda vahana and the god should be 


adorned with various ornaments *. 
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The Visvakarma Samhita te4 


» quoted by Hemadri, 
gives an elaborate description of Lakshmi-Narayana accom= 
panied by Siddhi and other accessory figures. The Skanda 
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Purana describes Lakshmi as seated to the left of 


? 
Narayana who holds the disc and the conch in the upper hands, 
with other left hand he embraces Lakshmi. Lakshmi-Narayana 
age shown sometimes flying on Garuda. Invariably Lakshmi= 


Narayana sculptures are seated ones. 


There are two interesting sculptures of Lakshmi- 
Narayana seen in Hampi. The one is displayed in the 
Archaeological Museum, Kamalapur (51.No. 84) shows Lakshmi= 
Narayana seated on the three tired pedestal, the foot of 
which is resting on a lotus flower shown on the pedestal 
by the sculptor, He has four hands, the right upper hand 
which must have held chakra is mutiliated and missing. The 
upper left hand holding sankha. The right lower hand is 
in abhaya mudra whereas the left lower hand is holding 
Lakshmi and resting on her left thigh. He is wearing 
kiritamukuta, makarakundalas, haras, chest band, armlets and 
loose anklets. The virarekha on the forehead, as in the 
case of Vaishnava sculptures of later Vijayanagara period. 
Lakshmi who is seated on his left lap, both the legs held 
together and hangining on the front of the pedestal or 


resting on a lotus flower, specially provided by the sculptor, 


quite imaginatively. She is wearing kiritamukuta, patra= 
kundalas, haras, waistegirdle, anklets, loose anklets, toe= 
rings. She is holding a lotus bud by its stalk in her left 
hand while the right hand is holding Narayana at the back, 
Both the figures are quite expressive of divine features. 
This is carved in black granite stone media and so the 


sculpture is an impressive piece. 


Another type of Lakshmi-Narayana group seen in 
Hampi is on one of the pillars of Achyutaraya temple at 
Hampi (Sl.No. 85). Here, Lakshmi-Narayana are seen as being 
carried by Garuda, their mount (vahana). Narayana's two 
feets are resting on the raise palms of Garuda while heing 
carried, Narayana ig four handed, the rear hands holding 
chakra and sankha, the right lower hand is in abhaya mudra 
while the lower left hand is holding Lakshmi by her waist. 
Lakshmi is seated on the left thigh of Narayana, holding a 
flower ink her left hand while the right hand is holding 


Narayana at his back. 


Garuda, face is that of a kite while the body is 
that of human, is shown in alida pose in the act of carrying 
Lakshmi-Narayana. He is carrying them balancing in the up 
turned palms. The sculpture has been executed on a pillar 
and is not so impressive as for as details of ornamentation 


ar expression of the faces are concerned. 
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(c) VARADARAJA OR KARIVARADA 


Varadaraja means king among boon=bestowers, and 
Vishnu is so called because he saved and bestowed boons upon 
Gajendra, the elephant king, As a deliverer of Gajaraja or 
Gajendra, Vishnu is praised in several places in the Divya= 
prabhanda of the Srivaishnava saints of South India and the 
temple of Varadaraja at Kanchi, is one of the famous in 


Tamil Nadu. 


There are various legends in the Bhagavata Purana 
from which interesting concepts or motifs have been taken up 
for representation in sculptures. The story of Gajendra= 
moksha '6 is one such. According to Bhagavata Purana, 

' once Gajendra went to sport with his wives in a beautiful 
lake in the Trikuta Mountain, when his leg was caught by a 
fierce crocodile ‘graha’ and he began to be dragged into 
the deep waters of the lake. Inspite of his efforts, he 
could not get rid of the terrific animal, so he intensively 
prayed to Lord Vishnu to free him from the cluthces of the 
monster. Vishnu in answer to his prayers, hurried on his 
vahana, Garuda and killed the ‘graha’ with his chakra. The 
latter was none other than the Gandharva king Huhu who was 
cursed by the sage Devah to be born as a crocodile. Huhu 
was also freed from the curse and regained his previous form 


after the destruction of the crocodile form! The Purana says 


that Gajendra was the old Pandya king Indradyumna, in one 
of his previous births. He was cursed by the sage Agastya 
ta be born as an elephant. This king also released from 
his elephantine condition of existence through the touch 
of Vishnu and he was received by Vishnu to be one of his 


body guards. 


This beautiful story has given rise to the concept 
of Vishnu as Karivarada or Gajendravarada, and it forms the 
theme of bhe of the most remarkable sculptural represen- 
tations in the 6th centery Gupta temple at Deogarh vet 
The Varadarajaswamy temple at Kanchi, in Tamil Nadu , is 
one of the oldest shrines containing the Gajendravarada 
form of Vishnu and-it had been sung by the great Vaishnava 
Alvars. The whole episode comes in for elaborate versifi- 
cation in one of Tirumangai Alvar's hymns in which the details 
of the incident such as the elephant collecting flowers 
from a tank and being caught in the leg by a crocodile, his 
fervent appeal to Narayana-Vishnu and the god hurrying to 
his succour and killing the crocodile with his chakra are 


d 126. The Tamraparni Mahatmaya, a late sthala purana, 
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narrate 


also gives the details of the story 


Gopinatha Rao has cited two medieval sculptures of 
Varadaraja, one from Mysore province and other from Tadikkombu, 


in Tamil Nadu 8 He describes that * here, Vishnu is seen 


riding on the shoulders of Garuda, with chakra in his back 
right hand which is lifted up, the sankha in the back left 
hand and the gada in the front right hand. The uplifted 
hand is supposed to be in the act of hurling the chakra 
against the crocodile which had caught hold of the leg of 
the elephant Gajendra. The feet of Vistan rest upon the 
open out palms of the hands of Garuda. Below Garuda is to 
be found the affected Gajendra praying to Vishnu with its 
trunk carrying a lotus in it and kept uplifted. The cro= 
codile is seen apprehending with its a powerful teeth the 
legs of Gajendra, on its back is seen sculptured the chakra 
of Vishnu and a human figure seated with crossed leg and 
with hands held in &&jali pose. The chakra is sculptured 
on the back of the crocodile to convey the idea that it had 
killed the crocodile and that the human figure represented 
the Gandharva who was relieved from his existence as a cro- 
codile. The water of the tank is shown in the conventional 


way by means of wavy lines '. 


The story of Gajendramoksha or Karivarada depicted 
in three sequences on a pillar in the mukhamandapa of Amman 
Shrine within the Achyutaraya temple complex at Hampi 
(Sl.No. 86, 87, & 88). On the first, an elephant is shown 
standing on a pedestal, holding a lotus flower in its taunk. 


At the back of the elephant is depicted a crocodile which 
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has caught hold of the rear legs of the elephant, with its 
powerful teeth. The crocodile is shown as emerging out of 
the water of the tank green plants, all shown in the can= 
ventional way by means of wavy lines, plants etc., The 
figures of elephant and crocodile are beautifully presented 


on one of the faces of a pillar. 


On the second, Vishnu is shown as Varadaraja, 
riding on his vahana, the kneeling Garuda, Vishnu seated 
on the back of Garuda and his two feet are resting on the 
open palms of Garuda. Vishnu has four hands, the lower 
right and left hands are held in abhaya and varada mudras 
respectively while the upper right and left hands hold 
stylised chakra and sankha respectively. He wears a short 
kiritamukuta, kundalas, and other usual ornaments worn by a 
Vaishnavite deity. Garuda is shown in kneeling posture and 
flying in the air. He wears a short karandamukuta and other 


usual ornaments on the body. The details are not very clear. 


On the third, Vishnu is shown as Varadaraja, stand= 
ing in dwibhanga posture on an oblong pedestal. He has four 
hands, the lower right and left hands, are placed on the head 
of an elephant which is standing before him, indicating 
blessing the elephant, that is, Gajendra, after killing the 
crocodile by Varadaraja. The upper right and left hands 


hold a stylised chakra and sankha in between the middle fingers. 


He wears a kiritamukuta, kundalas and otherusual ornaments 


on the body. 


Gajendra, the elephant, is shown as standing on 
the same oblong pedestal. The head of the elephant is 
shown as bent before Vishnu, to receive the blessing from 


the Lord ° 


The story of Gajendramoksha is beautifully depicted 
on the pillar in three sequences, one on each face of the 


pillar although the details are not so very clear. 
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(d) VITTHALA OR  VITHOBA 


The cult of Vitthala is a regional development 
in Maharashtra, the chief centre of it being Pandharapura. 
The cult which spread to and attained great popularity in 
Karnataka, as well, received special attention and patronage 
from the Yadava rulers of Devagiri from the 12th century 
onwards. It spread to the other parts of Karnataka and 
Deccan, in course of time, particularly during the time of 
Vijayanagara rulers. This development appears to have re= 
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stricted to Maharashtra and neighbouring states of 


Karnataka only. 


The iconography of the Vitthala or Vithoba image 
resembles closely that of the early two armed Krishne tmage, 
showing him as the Vrshni hero. Here name of his consort 


is Rukmabayi. 


The following legend explains how Vitthala or 
Vithoba happend to appear in Pandharapura. * A Brahman 
named Pundali started out on a piligrimage to Banaras with 
his wife and his aged parents, On the way he paid little 
ox no attention to his old father and mother, but was all 
attention to his wife. His conduct pained the parents very 
much at heart and still they followed their son to Banaras. 


One day the party halted on their way for the night at 
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Pandharapura in the house of a Brahmana. There Pundali 
noticed the difference shown by the host to his own parents 
and his host's superior feeling made Pundali go to bed with 
a depressed heart. On rising early in the morning, he 
noticed three very beautiful women doing domestic duties 

in the house of his Brahman host, Pundali approached them 
and questioned them who they were. They replied that they 
were the river goddesses Ganga, Yamuna and Sarasvati, who 
had come to the house of that excellent householder, thes 
host Pundali and at the same time asking him not approach 
them because he was a sinner whose very presence they de~ 
tested, Pundali immediately felt a shock of remorse for 

his past remissness in the matter of his duty towards his 
parents, gave up the idea of going to Banaras and the appro= 
ching river Ganga, Yamuna and Sarasvati and set himself to 
serve his parents then and there in an ideal manner. Vishnu 
thereupon pleased with the genuine devotion of Pundali to 
his parents and bless him. It is this form of Vishnu, who 
So appeared, that is, enshrined in the temple at Pandhara- 


siee «122: 


The image of Vitthala or Vithoba is about three 
feet in height and is made of stone. It is standing in 
samabhanga pasture with two arms only. The two hands rest 


upon the hips kn katyavalambita pose, the head is adorned 


with kirita which is said have a linga marked upon it Wee. 


One of the finest temples of Vijayanagara at Hampi, 
is that dedicated to god Vitthala, This temple stands on 
the southern bank of Tungabhadra river. Here, Vitthala 
is worshipped as an avatara of Vishnu. It was construdted 


1. and later on enlarged 


during the time of Devaraya II 
by Krishnadevaraya and his successors. The garbhagriha 
being now empty, no trace is now left of the image of 


Vitthalaswamy, for there now only two pithas or pedestals 


are left without their occupants. 


A relief sculpture of Vitthala or Vithoba carved 
on a boulder near Kotilinga of Hampi (Sl.No. 89). The 
sculpture is shown as standing in sambhanga posture. It 
has two hands, the right is in varada pose and resting on 
the waist while the left hand is holding sankha and resting 
an the left hip. He is wearing a kiritamukuta, ear ornaments, 
haras, armlets, waistegirdle, anklets etc. The yajnopavita 
and virarekhe on the body and fore-head, prominently are 
seen. At the back of his head is seen a seven hooded 
naga which is crudely finished. The divine serenity is 
seen on the face though this sculpture on the whole is not 


well finished one. 
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A sculpture of Vitthala depicted on a pillar in 
the kalyanamandapa of Vitthala temple at Hampi (Sl.No. 90). 
Vishnu is shown as Vitthala, standing in samabhanga posture 
on a Ssaptaratha pedestal, He has two hands, which are shown 
near the hips or waist as though in the form of katyavalambita 
pose. Here, the left hand is shown holding a sankha whereas 
the right hand is held in varada mudra. He wears a long 
kiritamukuta and linga at the front of the kiritamukuta, 
kundalas, necklaces, hara, channavira, yajnopavita, waist= 
girdle, long vanamala, dhoti, armlets, wristlets, anklets 
and loose anklets etc., The tripundra mark is seen promi= 
nantly on the fore-head. The frills of the dhoti are seen 
hanging on either side of the deity. Two lamps with long 
stands are depicted one on either side of the deity, below, 
on the same pedestal, The sculpture is in proportinate and 


beautifully carved. 
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THE TWENTY FOUR FORMS OF VISHNU 
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It is widely known fact in India that Vishnu posse= 
sses a thousand names by which he is praised. The Vishny- 
sahasranama found in the AnusaSanaparva of the Mahabharata 
deals with these names. Among those thousand significant 
names in praise of Vishnu, Twenty-four are considered to 
be the most important and are daily repeated by many devotees 
in their daily prayers. Corresponding to these twenty-four 
names, images of Vishnu are met with frequently. All the 
twenty-four images are alike, they are all standing in 
samabhanga pose, they possess four arms and are adorned 
with kiritamukuta and other usual ornaments and each of them 
stand upon a padmasana. The difference between these images 
had to be made out by the way in which the sankha, the 
‘chakra, the gada and the padma are found distributed among 


the four hands of these sculptures. 


According to the Pancaratragama, from each vyuha of 
Vishnu descend three sub=-vyuhas namely, (a) from Vasudeva, 
Kesava, Narayana and Madhava (b) from Sankarasana, Govinda, 
Vishnu and Madhusudana (c) from Pradyumna, Trivikrama, 
Vamana and Sridhara (d) from Aniruddha, Harikesa, Padmanabha, 
and Damodara. They are the tutelary deities representing 


twelve months and the twelve suns, that is, the Sun in the 
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twelve months of the year Another set of twelve 


Vijayasvara descending from the vyuhas is mentioned in 
number of ancient texts 146 | This is the result of a 


processes of manifestations, which appear in a chain, as 


it were. 


We get more details about the prevalence of these 
forms from later literary and epigraphy sources too. That 
Vishnu bore a thousand names is mentioned by all the Vaishnava 


Alvars of the i7th-18th centuries A.D. 137, 


According to 
the hymns of Nalayira Divyaprabhandam, the following are 
mentioned: Kesava, Narayana, Madhava, Govinda, Vishnu, 
Madhusudhana, Trivikrama, Vamana, Sridhara, Hrsikesa, 
Padmanabha, and Damedara, among the first twelve and 
Sankarshana, Vasudeva, Pradhyumna, Purushottama, Aniruddha, 
Narasimha, Adhokshyaja, Achyuta, Janardana, Hari and Sri-# 
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Krishna among the second group of twelve names 
the contemporary epigraphic records of the Pallavas and the 
Pandyas, Vishnu is invoked under various names, some of 

which are those included among the twenty-four forms. The 
names of Narayana and Vishnu are very common in these records, 
whereas names such as Achyuta, Hari, Madhusudhana, Upendra, 
Sridhara, Purushottama, Madhava and Janardana occur occa= 
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The texts refer to this group of images as 


* kesavadi caturvimsati murtayah § and these names being 


recited at the end of every Vedic rites Tee. All the texts 


do not agres in the order of the names and some of them 
place the attributes of the image in a way which differs 
from the pradakshina order followed by the majority of the 
texts. The orders of the attributes in the hands of the 
images being in the pradakshinam seen at the end of the 


first verse dealing with the Kesava and Narayana images 


oh. which says * om rupah Kesavaha 


padma~sankha-chakra=gadarah, Narayanah sankha=padma~gada= 
chakri pradakshinam '. Bidabinood has correctely observed 


in the Agni Purana ' 


that * this is the key for the understanding of the whole 
system, and means that the various attributes are mentioned 
in the following orders lower right hand, upper right hand, 
upper left hand and lower left hand in the pradakshina, 
that is, clock=-wise! We: While Gopinatha Rao, remarks 
that the twenty»four forms are invariably in the sankha 


order ee Seated images, though rare, are also not unknown 


in North India ea 


In Mysore region, these twenty-four forms of Vishnu, 
seem to be quite common and date from the period of the 
Hoysalas, that is, 1ith-12th centuries A.D. The famous 


Channakesava temple built by Vishnuvardhana, at Belur, 


in Hassan District of Karnataka, is known to contain a 
number of these forms on the outer walls of the temple, 
some af which are illustrated by Gopinatha Rao, in his 


monumental work on Hindu Iconography a4. 


The attributes held by these twenty-four deities 


mentioned by different texts are given in appendix in Ao 


A sunken panel is seen on the southern bank of 
river Tungabhadra, near Kotilinga at Hampi (Sl.No. Jiea,b, 
cod,e,f,g & h ) . All the twenty-four forms of Vishnu are 
standing in samabhanga posture, having four arms, holding 
sankha, chakra, gada and padma. They wear a kiritamukutas, 
kundalas, necklaces, yajnopavitas, waist-girdles, wristlets, 
armlets and anklets. They wear drapery as seen hanging on 


either side of these deities. 


All these twenty-four forms of Vishnu images are 
almost alike and difference between these images has to be 
made out by the arrangements of the attributes made among 
their four arms, starting in a clock=-wise from upper right 
hand, upper left hand, lower left hand and lower right hand 
respectively. For example, Kesava, holds a sankha in the 
upper right hand, a chakra in the upper left hand, a gada 


in the lower left hand, and a padma in the lower right hand. 


Likewise, on the basis of these attributes held by the 
deities, the names of different forms of Vishnu are deter= 
mind as Kesava, Narayana, Madhava, Govinda, Vishnu, Madhu- 
sudana, Trivikrama, Vamana, Sridhara, Hrishikesava, Padma= 
nabha, Damodara, Samkarsahana, Vasudeva, Pradhyumna, Ani-= 
ruddha, Purushottama, Adhokshaja, Narasimha, Achyuta, 
Janardana, Upendra, Hari and Sri-Krishna. These arrangments 
are strictly adhered to by the sculptor while carving these 
minor avataras of Vishnu, with minor exceptions, All these 
twenty-four figures except Narasimha are human figures while 
that of Narasimha has the face of a lion and the body of 
human. All these twenty-four figures are given their in- 
dividual names carved in Kannada characters, assignable to 
16th century A.D. on the top band of the panel. All of 


them are having virarekha on their fore-heads. 


Similar twenty-four minor avataras of Vishnu are 
also seen on the pillars in the central hall of Hazara= 
ramaswamy temple at Hampi as well as at Vitthalaswamy temple 


at Hampi also. 
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CHART SHOWING ATTRIBUTES OF TWENTY-FOUR FORMS OF VISHNU 


WITH KANNADA INSCRIPTION AT THE TOP OF EACH SCULPTURES 


DEPICTING ON A BOULDER NEAR CHAKRATIRTH AT HAMPI. 


No. Name (Form 


Kesava 
Narayana 
Madhava 
Govinda 
Vishnu 
Madhusudana 
Trivikrama 
Vamana 
Sridhara 
Rishikesa 
Padmanabha 
Damodara 
Sankarshana 
Vasudeva 
Pradhyumna 
Anirudha 
Purushottma 
Adhokshaja 
Narasimha 
Achyuta 
Janardana 
Upendra 


Hari 


Sri~Krishna 


) Inscription 
in Kannada 


Kesava 
Narayana 
Madhava 
Govinda 
Vishnu 
Madhusudana 
Trivikrama 
Vamana 
Sridhara 
Rusikesava 
P admanabha 
Damodara 
Qankarshana 
Vasudeva 
Pradhyumna 
Anirudha 
Purushottma 
Adhokshaja 
Narasimha 
Achuta 
Janardana 
Upendra 
Hari 


Sri-Krishna 


Upper 


Right 
Hand 


Sankha 
Padma 
Gada 
Gada 
Padma 
Sankha 
Gada 
Chakra 
Chakra 
Gada 
Padma 
Sankha 
aankha 
Padma 
Sankha 
Sankha 
Padma 
Gada 
Padma 
Padma 
Chakra 
Gada 
Chakra 
Gada 


Upper 


Left 
Hand 


Chakra 
Gada 
Sankha 
Padma 
Sankha 
Padma 
Chakra 
Gada 
Gada 
Chakra 
Chakra 
Gada 
Padma 
Gada 
Gada 
Chakra 
Sankha 
Sankha 
Gada 
Ceakra 
Sankha 
Chakra 
Padma 


Padma 


Lower 


Left 
Hand 


Gada 
Chakra 
Padma 
Sankha 
Chakra 
Gada 
Sankha 
Padma 
Sankha 
Padma 
Gada 
Chakra 
Chakra 
Sankha 
Padma 
Padma 
Gada 
Chakra 
Sankha 
Sankha 
Gada 
Padma 
Gada 
Chakra 


Lower 
Right 
Hand 


Padma 
Sankha 
Chakra 
Chakra 
Gada 
Chakra 
Padma 
Sankha 
Padma 
Sankha 
Sankha 
Padma 
Gada 
Chakra 
Chakra 
Gada 
Chakra 
Padma 
Chakra 
Gada 
Padma 
Sankha 
Ssankha 


Sankha 
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Early Jaina canonical texts do not prcsenibe 
temple building or idol worship as pre-requisite for the 
deliverance of the soul. The temples and idolatery emerged 
probably in the Jaina order as a necessary consequence of 
the settled life of the monks as well as the establishment 
‘of monasteried&, and most probably as a social necessity 
also as an impact of the Hindu practices. These new deve= 
Lopments which were caused due to the liberal grant of lands 
and money to the Jaina monks by kings, chieftains and also 
by pravate individuals led to a new way of life and outlook 
of the Jain monks and their preceptors. As a result of this 
and with the assimilation of some of the practices and 
beliefs of other contemporary religions and their followers 


attracted more common people to this religion. 


According to Sravanabelgola inscriptions, 
Samantabhadra, was probably the earliest preceptor of the 
early centuries of the Christian era, to lay down worship 
as a religious duty of layman ‘ Following him, the later 
acharyas further developed the system of worshif, introduced 
elaborate rituals and codified rules and regulations for 


idol and temple worship. 


The Paunmachariya of Vimala Suri, a Prakrit 
text an gives us some details about @he worship of Jaina 
images, installation of idols, the abhisheka rituals etc. 
Accordang to Paramarathaprakasika, * those who do not perfor 
astavidharachana, the eight fold worship to the " Fave 
Perfect Beings ", that is, the Arhat, Siddha, Acharya, 
Upadhyaya and Sarvasadhana, can not attain moksha or 
salvation 34, The Varangacharita - refers to two kinds 
of worship namely bhavapuja and dravapuja and also points 
out the differences between the two systems, Further it 
furnishes the most detailed descriptions of the riutals 


of the sacred bath ceremony of the Jains 2) 


Padmapurana : of Ravisena of the 7th century,A.D. 
advises the people to install Jaina images, worship 
them with flowers, incense, lights etc., for ohtaining 
blessings. It further says that installing Jaina idols 
and performing worship to them would help a man to overcome 
the most difficult worldly matters, Likewise, later works, 
Yasastilaka of Somadevasuri of Ao.UDe 959 and Vasunchndi 
Srevachakra of early 12th century, AD. also speak of 
the merits of performing religious duties like installing 


idols and worshipping them. 


A copper plate grant of the Kadamba king 
Mrigesa Varma, refers to a Jaina temple constructed by him 
in the city of Palasika, modern Halsi, in his eight regnal 
year ee His successor Ravi Varma made arrangements to 
conduct festivals on specific occasions for the glorification 
of Jinendra ae An inscription of Chalukya king Kirtivarman II, 
says that a ‘Jaina temple was erected by Kaliyamma, the 
Gavunda of Jebulagiri, in Dharwar District of Karnataka ee 
During the time of Pulakesin II, Durgasakti of the Sendraka 
family donated 500 nivartanas of land for the warship and 
offering to God Sankha Jitendra, These records fram 
Karnataka explicitly refer to the practice of the temple 
building and installation of Jaina images during the 7th=-8th 
centuriese Though this period witnessed the vigorous 
activities of the Saiva, the Vaishnava saints and their 
propogation of the Bhakti movement, the Jains also rose 
to the occasion, accepted the challenge and adopted varisus 


methods like their contemporaries, including the cult of 


Bhakti to gain popularity among the public. 


Jainism also started introducing tantri mode of 
worship and other tantric practices in tune with times and 
to attract the popular attention. The Jain tantrism was 
the natural outcome of the early medieaval age which wit~ 
nessed the infiltrations of tantrism into Buddhism, Saivism, 


and Vaishnavism ue They introduced into the Jain order 
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through the cult of Yakshas and Yakshis. These super= 
natural beings were sub-ordinate deities attending upon 
the Jain Tirthankaras. Dr. Desai, who has carried out 
intensive studies on South Indian Jainism, is of the openion 
that the *Yapaniyas' a section of Jains in Karnataka who 
were responsible for the introduction of some new ideas 
like the equality of women, played an important role in 
propogating the cult of Yakshis *. The worship of Yaksha 
and Yakshis in one way or the other comes from a hoary 
past and these demi-gods and goddessess are said to have 
been connected with the cults of mother goddess and 


fertility '*, 


The Jainism was another religion which influenced 
Vijayanagara art considerably. Jainism was prevalent at 
Hampi (Vijayanagara) from much early days and before the 
commencement of the rule by the Sangama dynasty. An 
inscription of Harihara I, refers to one Chandraprabha as 
the head priest of a Jaina Chaityalaya i, Devaraya I, 
had queen called Bhimi Devi, who was a Jaina and a deciple 
of Panditacharya. The epigraphical evidences of Vijayanagara 
rulers and theirfeuadatires show that they were generous 
and tolerant towards Jainism also which is further testified 
by the compromise worked out between the Jainas and the 


Vaishnavas in A.D.1368 by the Vijayanagara king Bukka I ae 
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Among the Jainas, there are two major divisions, 
namely, the Svetambaras and the Digambaras, The Svetambaras 
clad in white garments. The Digambaras are those whose 
covering is air and who regard nudity as a sign of holiness. 
The important Digambara centres are at Sravanabelgola, 
Venur, Karkala and Mudabirdti in Karnataka. The monolithic 
sculptures or statues found at these places are called 
Gammata or Bahubali. All these represent uniform design. 
The one at Karkala is 14.35 mts. It was set up by one 
Vira Pandya in 1432 A.D. oe Another one at Venur 1 is 
in 12.25 mtrs. in height. The Gommatesvara at Sravana= 
belgola is 29.75 mtrs. in height, a marvellous achieve= 


1 
ment ¢ They are tall with curly hair on head, eyes half 


closed, as if wrapt in meditation, arms akimbo, nude and 
antz-hills with serpents growing upwards to the unperturbed 
saint lost in the bliss of absolute, These monoliths are 


ceremoniously bathed in milk and honey once in twelve years. 


According to Manasara eh ' the Jaina images 
should have only two arms, two eyes and cropped head, They 
should be either standing in samabhanga posture or seated 
in padmasana with dhyana mudra. The figure should be so 
sculptured to indicate deep contemplation. It it is a 
standing figure, it must have long arms so as to reach the 


knees, broad forehead, head covered with rings of hair, 


hanging earlobes, long nose, delicate limbs and naked body 
with which it looks young and beautiful *. The pedestals 
of Jaina images are generally simhasanas surmounted by 
makaratorana are depicted the kalpa tree, the Indras and 
Devas, the demi-gods of Jaina mythology. Sometimes the 
Jaina and Yakshas, Yakshis, Vidyadharas, Nagendras are 
shown as holding chauris, one on either side of him. At 
the entrance of the shrine are placed a dvarapalakas namely 


Chanda and Maha Chanda. 


Jaina Tirthankaras are recognisable by the signs, 
usually shown or placed below the pedestals of the images. 
They are sometimes represented as a different colours, thus 
the first five are of yellow or golden colour, sixth is of 
red colour, the eighth and ninth are of whitex colour, 
the ninteenth and twenty-third are of blue, while twentieth 
and twenty second are of black colour. Each of the 
Tirthankare has his own sacred tree. They are attended by 


a male and fetale Yaksha and Yakshi on both sides. 


Four Tirthankaras. 


ctive signs, etc., are given in the following table:s= 


The proper objects of worship are the Twenty= 


These Tirthankaras with their distine= 


ST. 


Nos 


1. 


26 
Je 
4. 
So 
66 
T° 
8. 
9. 
10. 
11.6 
12. 
13. 
14. 
15. 
16. 
1To 
18. 


19. 


Name 


Adinatha or 
Rishabhanatha 


Ajitanatha 
Sambhava 
Abhinandan 
Sumatinatha 
Padmap rabha 
Suparsvanatha 
Chandraprabha 
Pushpadanta 
Sitalanatha 
Sreyamsanatha 
Vaspujya 
Vimalanatha 
Anantanatha 
Dharmanatha 
Santinatha 
Kunthunatha 


Aranatha 


Mallinatha 
Munisuvrata 


Neminatha 


Neminatha 
Parsvanatha 


Mahavira or 
Vardhamana 


Destinctive 
Sign ry 


Bull 
Elephant 
Horse 

Ape 

Curlew 
Lotus 
Swastika 
Crescent 
Crocodile 
Srivatsa 
Rhinoceros 
Buffalo 
Boar 
Falcon 
Thunderbolt 
Antelope 
Goat 


Nandyavarta 
Mark 


Water Jar 
Tortoise 


Blue water 
lilly 


Conchshell 
Serpent 


Lion 


Born at 


Vinitangari 
Ayodhya 
Sravasti 
Ayodhya 

t 
Kausambi 
Benares 
Chandrapurea 
Kanandinagiri 
Bhadrapura 
Simhapura 
Champapura 
Kampilyapur 
Ayodhya 
Ratnapur 
Gajapur 


w 


Hastinapur 
Mathura 


Rajagriha 


Mathura 
Sauripura 


Benares 


Kundagrama 


Died at 


Ashtapad 
Samet Sikhar 


wm 


Girnar 
Samet Sikhar 


Pawapurio 


Champapura 
Samet Sikhar 
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Few sculptures of Jaina Tirthankaras of 


Vijayanagara period from Hampi are described belows= 


A sculpture of Bahubali (Sl.No. 92) standing in 
samabhanga posture (kayotsarga pose) on a semi-circular 
pedestal, He has two lang hands which are hanging on the 
sides of the body. He is naked and creapers have encircled 
the thighs and hands. Siraschakra is provided at the back 
of his head, He has hanging ear=-lobes, his head is covered 


with curly hair. 


On either side is seen standing male devotees 
holding creapers in their hands. To the left is a male 
wearing karandamukuta, ear rings, haras, wristlets, waist- 
girdle and anklets. His head is broken and missing. The 
face, chest, belly, palms and right thigh of Bahubali are 
chipped off. The right and upper portion of prabhavali 
are also broken and missing. This sculpture is displayed 


in the Archaeological Museum,Kamalapur~Hampi. 


A Jaina Tirthankara is depicted on the lalatabimba 
of a ruined Jaina temple behind Elephant Stables, at 
Hampi (Sl.No. 93). He is shown seated in padmasana on a 
pedestal in a niche depicted on the lalatabimba. Hé&s two 
hands are held in dhyana mudra. The triple umbrella is 


seen above the head of the deity. 
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A Jaina Tirthankara depicted on the outer wall 
of Hazararamaswamy temple at Hampi (S1.No. 94). He is 
seen seated in padmasana on a pedestal, He has two hands 
which are held in dhyana mudra. He has long hanging ears 


and the head is shaven. 


Another sculpture of Jaina Tirthankara depicted 
on the adhisthana of the Vitthalaswamy temple at Hampi 
(Sl.No. 95), He is seen in ane of the niches provided 
around the adhisthana. The niche is formed of two pilasters 
and floral motifs. The nude figure of Jaina Tirthankara 
is standing in sambhanga pose on a circular chandrasila 
serving as a pedestal for the figure. He is standing in 
kayotsarga pose with the hands hanging on the sides of the 
body. He has long gar lobes. There is a prabhavali over 
the head with kirtimukha at the centre at the top. The 
other details are not clear since it has been crudely 
carved and not well finished, Further limbs are not pro- 
portionately carved, unlike in the uSual standing Jaina 


figures, 


Jaina Tirthankara figures in three seperate 
niches are depicted on an architectural piece which is 
exhibited in the Archaeological Museum,Kamalapur (Sl.Na. 96). 
The lower niche is depicting a Jaina figure standing in 


kayotsarga posture, on a4 pedestal and under the canopy of 


five hooded naga. He has two hands which are hanging down 
on the sides of the body. He has long ears as usual. The 


deity is much obliterated due to weather effect, 


In the middle niche is depicted a Jaana figure 
seated in padmasana posture, on a pedestal. His hands are 


held in dhyanamudra. The figure 1s also obliterated, 


In the upper niche is also depicted a seated 
Jaina fagure in padmasana on a pedestal with hands held in 
dhyanamudra, Other details are not clear and the whole 


sculpture panel is weather worn out. 


It may be noted that the other niches provided 
Similarly contain other Dasavatara figures of Vishnu whereas 
this one has been provided with nude figure probably in 
the place of Buddha, as an avatara of Veni: that is, the 
intention must have been to provide the image of Buddha but 
probably out of ignorance of the prescriptions in the ancient 
Hindu texts and scripture, the sculptor carved a Jaina figure 
This may also be due to his familiarity with the Jaina figure 
and not of Buddhist Rimages. This is not a single incidence 
which can be attrabuted to the carelessness or ignorance or 
immaturity over the ancient texts. It also explains, that 
the Vijayanagara sculptors was after mass production rather 


than strictly according to cannons of iconography etc. 
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(a) SANESA 


Ganesa, Ganapati or Gananayaka, the popular 
pot=-belly god is, as his name indicates, the Chief of the 
Saiva Ganas. He is said to be the eldest son of Siva and 
Parvati. He has an elephant's head and four arms . He 
is an important deity of the Hindu Pantheon i since he is 
believed to be the Lord of Obstacles (Vignesvara). He is 
worshipped by all classes of Hindus, other than Sri~ 
Vaishnavas, at the commencement of any religious ceremony. 
A sect of Brahmins called Ganapatyas, found mostly on the 
west coast, worshipped him as their chief god, He has been 
known to exist in fifty-one forms according to Sarada= 
tilaka oe in which each form has its own attributes, One 
of these, the Uchchistha Ganapati is found at Hampi ee 
Havell explains that Ganapati is the manas or wordly wisdom 
personified oP Ganapati in Hindu mythology is recognised 
as an unmarried god, a brahmachsrin, But from the sequel 
it appears that some forms of Ganapatis have their 
accompanying goddesses, sometimes, recognised as Ashta= 
Siddhis ( the eight presiding deities of success or 


achievement ). 


Ganesa, Lord of Ganas, the latest among the 
deities to be admitted to the Brahmanical pantheon, was, 
and is still, the most universally adorned of all the Hindu 
gods and his image is found in practically every part of 
India. The popularity of Ganesa extended upto Nepal, 
Turkestan and crossed once the sea to Java, Bali and Borneo, 
while his worship was not unknown to Tibet, Burma, Siam, 
China, Indo-China and Japan 6. Certain authorities believe 
that Ganesa was originally a Dravidian deity worshipped by 
the aboriginal population of India who were Sun worshippers. 
Ganesa and his vahana, the mouse, symbolised the Sun god 


and the night respectively according to ancient mythology . 


The title ' Ganapatya *' is significant in more 
than one ways like Saivism and Vaishnavism, Ganapatyism 
was one of the religious or more characteristically a 
Bhakti cult with a good many adherants. Though Ganesa and 
Karttikeya both being intimately connected wath Siva and 


Parvati, they assumed distinct and definite forms. 


The evolution of Ganesa passes through the con- 
ception of primitive folk-gods and goddesses what are callec 
the Vyanatra Devatas in early Jain texts. Banerjea holds zs 


* of the many Hindu icons, that of Ganapati retained to a 


great extent, in the iconic types, its primitive form '. 


Accordingly it is held by him that the image of Ganesa 

appear to be basically connected with two groups of Vyanatra 
Devatas, namely, Yaksha and Naga. Coomaraswamy a0 points 

out that Ganesa was undoubtedly a Yaksha=type and an elephant 
headed Yaksha is to be found carved on one of the coping 
stones at Amaravati in Andhra Pradesh. The Tundila ( pot- 
bellied ) trait of the Yaksha is invariably prominent in 
Ganesa and he possesses the head of a Naga in the sense of 


an elephant, (Naga ment a snake as well as an elephant). 


GanesSa, is named by various names such as Vakzra~ 
Tunda, (with the twisted trunk); Eka-Danta, (of one tusk); 
Vinayaka, (one who has no leader); Ganapati, (leader of 
Ganas); Heramba, (protector); Vighnesvara, (lord of obstacles); 
Akhu=Ratha, (who rides on a rat); Siddhidata, (bestower of 
perfection); DvieDehaka, (double bodied); Lambodara, (full 
belly); Gajanana, (of the elephant face); Bala~Ganapati, 


(the child Ganapati), etc. 


Pratima Lakshana ws ascribes him with an elephant 
head, a pote-belly and a dwarfish form with the attributes of 
an axe or a goad and a lotus in two of his hands and modaka. 
Usually he has four hands but in Tantric accounts like 
Saradatilaka, he has eight or more hands. The Agamas describe 
his consorts as Bharati, Sri, Vighnestari, Buddhi, Siddi, 


Kusudhi, etc. 


Gopinatha Rao +e has described many forms and 
sculptures of Ganesa in detail in his monumental work on 
Hindu Iconography. They are Bala~Ganapati, Taruna Ganapati, 
Vira Ganesa, Bhakti Vighnesvara, Sakti Ganesa, Lakshmi Ganesa, 
Heramba Ganesa, PraSanna Ganesa, Unmatta Ganesa, Gajanana, 


Vighnaraja, Bhuva Ganesa, Nrittya Ganesa, Ekadanta Ganesa,etc. 


There is no trace of Ganesa cult in India before 
the 5th century A.D., although in Vedic Tantras we see a 
reference to ‘one with the curved trunk’, (vakra=tunda). 
Nor much evidence be given ta the tradition, according to 
which his worshap was carried from India to Nepal, in the 
3rd,century B.C., by a daughter of the Buddhist king 


Asoka ae 


The name * Ganesa ' is found as early as the 
middle of the 4th century, in a Gupta inscription on the 
Allahabad Pillar a where the king Samudrageupta mentions 
among the kings that he has textermainated! the king 
Ganapati Naga. This is the earliest instance of a king 
being called * Ganapati * and the same does not occur again 


until after the 10th century. 


In the group of Siva and Parvati, especially in 
the sculptures of rock-cut temples, Ganesa is always repre~ 


sented as a much smaller than his parents, infact, like the 


‘other minor deities. Whereas his presence in the group of 
Saptamatrikas is always of the equal size with the godde= 
sses. This seems to indicate that his role was the same 
with Saptamatrikas. According to Suprabhedagama, Ganesa, 
should be standing in the company of Saptamatrikas, but in 
reality he is always seated. As a rule his raght knee is 
lifted and the left leg is either hanging or bent on the 
asana. His head may be crowned with karandamukuta as at 
Ellora and many other places, or he may wear the head-dress 


of Siva, the jatamukuta as at Belur in Karnataka, 


According to the Mahaniravana Tantra ess Ganesa 
was the first deity to be worshipped in ceremonies of 
initiation, consceration of tanks, wells and images of 
deities etc. He is uSually represented seated, but most 
ancient images show him more often as standing. If he is 
standing, he is in samabhanga, dvibhanga, tribhanga, or in 
dancing attitude sometimes. He is represented either without 
ornaments or as wearing many jewels, in certain cases they 
are replaced by snakes or as in Java, by skulls te He is 
either nude or wearing a dhoti, sometimes a tiger skin cove 
ering, his hips only. Across his body, from under the right 
arm, he wears either the Brahmanical yajnopavita or a serpent 


in its place and around the belly a snake as udarabandha. 


With the growing influence of the Tantras and 
the popularity of Saktism, Ganesa was conceived of having 
a female counterpart whom he was holding with his left arm, 
either beside him or on his left lap. Saktism was parti-= 
Cularly practised by a powerful sect who adopted Ganes=a 
as their patron deity and popularised his worship. Ganesa 
under the name of Ganapati thus became an important deity 
towards the 10th century, when the Ganapatya sect, set up 
the cult of five Sakti-Ganapatis called (1) Ucchist-Ganapati, 
four armed, red in colour; (2) Maha-Ganapati, ten armed, 
red; (3) Urdhva=Ganapati, six armed, yellow; (4) Pingala= 
Ganapati, Six armed, yellow; and (5) Lakshmi-Ganapati, four 
armed or eight armed, white, while the Sakti in all cases 
is yellow and carry a lotus in one of her hands W 

Ganesa is not to be found in sculpture before the 
Gupta period. His image appeared not only suddenly but in 
the classic form from the Sth century, upto the present day 
and is easily identified, It seems incredible that Bhumara 
sculptures of Ganesa a should have been created indepen= 
dently, without the inspiration of transitional forms, and 
yet no images of an elephant faced deity have been discovered 
which could be placed undoubtedly earlier than the Sth 
century. Coomaraswamy as well as Jouval Dubrieuil are 


inclined to look upon an image on one of the Amaravati 


railings said to be not later than the beginning of 
our @ra, as a transitional form of Ganesa. The elephant 
faced figure here is crouching under the weight of a long 
serpent-shaped garland which is upheld at intervals by other 
ganas (mala=vahakas). On the other hand, in Ceylon, near 
Mihintale, a stupa has been excavated on which there is a 
frieze af ganas in the style of those of Amaravata and one 
of the ganas has the face of an elephant, complete, with 
trunk and tusk an 

An image of Ganesa found in the Fatehgarh District 
and believed to have come originally from Sankis mound may 
be the most ancient representation of the god in stone as 
yet discovered in India ea The slab, on which is carved 
the figure of Ganesa in high relief, is of the spotted stone 
peculiar to Mathura and is not more than twenty inches in 
height. It is summarily carved and proportioned. The bare 
head with huge ears is abnormally large, while the nude tors 
is too short for the length of the arms. The legs seem to 
end at the knees, giving the impression of a seated figure 
which, however, is not the case, The right arm is bent and 
grasps a pointed object whach is probably the tusk. The left 
is also bent and holds the bowl of cakes, The trunk hangs 
straight and coils to the left to reach the bowl, turns 


almost at once to the left. 


a. Se 


Another Bhumara statue which Coomaraswamy believes 
to be of 6th century A.D. ae is the earliest known repre= 
sentation of Ganesa associated with his sakti whom he holds 


on the left lap or hip. 


In the Cahlukyan temples, Ganesa is represented 
at the extreme left of the Saptamatrika's., This group of 
Seven Divine Mothers are said to have favoured the family 
of the Chalukyas, who were also said to be under thear special 
guardianship. In the Cave Temples of Ellora in Maharashtra, 
there are four important’ sculptured groups of the Seven 
Divine Mothers with Ganesa executed between the 5th and 10th 
century A.D., during the Rashtrakuta's reign. The most 
remarkable of these, is tin the celebrated Ravana-ka-khai ae 
where each Divine Mother is four armed and holds a child. 
Here in a niche under the throne part is the respective 


mount of the deity, but Ganesa has a bowl of Cakes in the 


niche instead of the usual rat (vahana). 


Ganesa is sometimes figured an attendence on 
either important deities besides Siva. For example, on an 
ancient sculptured slab discovered at Sonaranga, where Sun= 
God, Surya on is accompanied by Ganesa on the right and the 
Saptamatrikas on the left. Above the Sun-God are the Navae 
grahas, who also figured above Siva as in the representations 


of Vaivhaikamurti. 
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The temple of the Gauri-Shankar at Bheraghat in 
Madhya Pradesh, is surrounded by a circular arcade in which 
are seated the sixty-four Yoginis. Among these images is a 
Ganeésani or Vinayaki, a female form of Ganesa = Unlike 
Ganesa, she has an attenuated waist and like the Hindu godde~ 
ssess, she has fully developed breasts. The torso is nude 
except for an ornate sari and ornaments, She has the face 
of an elephant and four arms and much mutiliated, The upper 
part of the head is remarkably modelled though the trunk is 
unfortunately broken. The head has a jewelled band above 
the fore-head, behind which is a mukuta and the ears are 


very large and flapping. 


According to ancient tradition, Ganesa was a 
Brahmacharin, that is, an un-married deity, but the later 
legends gave him two consorts, personifications of wisdom 
(Buddhi) and success (Siddhi). In ancient representations, 
he is never figured with consorts. At an early epoch, he 
is figured with a devi seated beside him sometimes called 
Lakshmi at In this form, he was worshipped by those follo= 
wers of the vamachara, that is, ‘left hand' doctrine who 
admitted ‘wine and women’ in their ceremonies an The Gana= 


patya sect conceived five esotric forms of Ganesa, called 


Sakti-Ganapatis and Saktism evolved a complicated doctrine 
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in which eight personifications of success or the astasiddhis 


were to be worshipped as beang the Devi, the Sakti of Ganesa. 


In Hampi, there are two monolithic images of 
Ganesa erected by the Vijayanagara sculptors, popularly named 


as ' Sasiva Kalu * Ganesa or the mustered seed Ganesa on 


the slope of the Hemakuta hill and * Kadale Kalu * Ganesa or 
the gram seed Ganesa another Ganesa image nearby a 


With regard to the origin of Ganesa, Gopinatha 


oo has collected a good number of stories from several 


Rao 
Puranas and Agamas in which the god is variously descrabed 

as the son of Parvati alone, as the son of Siva and Parvati 
and even having an independent origin. This shows the att-~ 
empts of the later writers to give mythological origin etc. 


Ganesa is sometimes described as one of the aspects of 


Krishna even. 


Apar&® from the above described, sculptures of 
Maha-Ganapati, which was the most popular type during the 
Vijayanagara period, there are other types of Ganesa scul= 
ptures produced though not so very popular during the 


Vijayanagara period, 


Few sculptures of Ganesa from Hampi are described 


belows= 


A beautiful sculpture of Ganesa exhibited in the 
Archaeological Museum,Kamalapur=-Hampi (Sl.No. 97 a & b). 
He is seated on a lotus pedestal which is in two tiers. 
He must have been with ten arms, At present only two left 
hands, one of whach is holding Lakshmi, are seen completely. 
The other three hands including their weapons are broken 
and missing. It wears a short karandamukuta with ornamental 
jewellary and the crest is shown prominently. The festoones 
and central pendant of pearls cover the fore=head and temple- 
globes, The other jewellary of beads and pearls include 
the ones around the shoulders, wristlets and anklets. Rings 
are seen on the fingers and also on the toes, Both the 
legs have loose as well as tight anklets, There is also a 
jewelled chest band whach is partly covered the trunk. 
The nagabandha is very much damaged; the trunk is also damagec 
but its end which is coiled up near the chest appears to 


hold a vase. 


Lakshmi (Sakti) is shown as seated on the left 
lap of Ganesa. She has heavily jewelled ornaments around 
the neck, waist and ankles. Her feet are resting on a rough 
square pedestal separately shown on the padmapeetha of Ganesa. 
As prescribed, Sakti is shown in diminutive form compared 
to Ganesa. Three panels, on the front of the pedestal contail 


devotees (ganas) in different poses, though indistinct to 


some extent, The sculpture is in round and at the back, 
many details of the jewellary, hair-do and the right hand 

of Lakshmi are seen. It must have been provided with hooded 
naga over the head of Ganesa but at present except, the body 
and tail of naga, other parts are missing. Further, there 
must have been sirschakra with elaberately arranged floral 


ornamentation. 


Another sculpture of Ganesa which is also exhibited 
in the Archaeological Museum,Kamalaour-Hampi (Sl.No. 98), is 
shown as seated in a sunken panel with two ganas standing on 
eather side and both of them shown as blowing the conches. 
Ganesa is four handed with goad in the upper right, noose in 
the upper left, tusk=bit an the lower right and modaka in 
the lower left hand respectively. He is wearing a short 
karandamukuta with two festoans carved on the temple globes 
on the fore-head, The trunk is left turned and touching the 
modaka (sweet), There is a naga~udarabandha, There are traces 
of the ends of the angavastra on either side. The other 
jewellary as not distinct. The devotees, probably Gana- 
patya's, shown one on either side, they are standing in 
tribhanga posture, holding conches in their hands, in the 
act of blowing them. They are wearing the lower garments and 
other ornaments which are not very clear. The sculpture of 
Ganesa must have been meant for decoration, as an archite- 


ctural member, to decorate one of the walls of the temple. 
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At Hampi proper there are additional types of 


Ganesa of which Nritya Ganesa are more in number, 


A Nritya Ganesa is depicted on a pillar at the 
southern entrance of the Hazararamaswamy temple at Hampi 
(Sl.No. 99), He is having four arms, holding tusk-bit in 
the lower right hand, parasu in the upper raght hand while 
snake in the upper left and bowl wath sweets ain the lower 
left hands respectively. The trunk is turned towards left 
side and touching the sweets, The left leg is raised and 
the right leg is slightly bent, yet firmly placed on a 
pedestal. He wears ornaments lake short karandamukuta, 
udarabandha, armlets, anklets and loose anklets, The mount 
of Ganesa, rat, is depicted on the front of the pedestal, 
which is facing right and is in advancing posture. Ganesa 


is depicted in lalita dancing posture. 


Another sculpture of Ganesa in dancing posture is 
depicted on a pillar in the mukhamandapa of Hazararamaswamy 
temple at Hampi (S1.No. 100). He has four hands, holding 
tusk=bit in the lower raght hand, parasu in the upper right 
hand, while the tail of a snake having its hood hanging down 
in the upper left hand and bowl with sweets in the lower left 
hand respectively. The trunk is turned towards left side 
and touching the sweets which are kept in a bowl, in the 


lower left hand. He wears a karandamukuta on the head, armlets, 
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anklets, and loose anklets on the hands and legs respect= 
ively. A naga is used as udarabandha. He wears a dhoti 
tied with a waiste-girdle. The right foot is firmly placed 
on the pedestal whereas the left foot is slaghtly raised 


and bent in the form of lalatatielka dancing posture, 


A Nritya Ganesa is depicted on the outer wall of 
bhogamandapa of Vitthalaswamy temple at Hampi (Sl.No. 101). 
This is in a panel along with outher figures but not related 
to any sequence or story. He has four arms, holding danta 
in the lower right hand, pasa in the upper right hand while 
parasu and sweets are in the left hands. He wears karanda- 
mukuta, armlets, anklets, and loose anklets, choti, a part 
of which is flowing on the left side, Other details are 
much wornout and not very clear, He has an attendant, stan= 
ding to his right who is in the act of blowing a conch. 

He is dwarfish and has other features of a gana, such as 
ahort and thick limbs, pot-belly, round and fleshy face 
etc. The panel shown with other figures being that of seated 


Rama and Hanuman, which are not related in any manner. 


A monolithic sculpture of Ganesa is seen at 
Hampi (Sl.No. 102). He is seated in lalasana posture, an a 
lotus pedestal, He has four hands, the lower right hand 
holds the danta, the upper right hand holds the ankusha, 
while the upper left hand holds the noose and the lower left 


hand holds a modaka in a bowl. He wears a short karandamukuta, 


necklaces, hara, chest-bandgs single hooded naga as udara~ 
bandha, yajnopavita, wristlets, armlets, anklets and loose 
anklets, He has a very big pat-belly almost resting on 
the lotus pedestal, His trunk is turned towards left and 
touching the modaka which is held in the lower left hand. 
This sculpture of Ganesa carved out of a single boulder 

a6 one of the biggest sculptures of Ganesa at Hampi. It 
is known as Sasivi~-kalu Ganesa locally. The mouse, the 
vahana of Ganesa is depicted on the front face of the 


pedestal. 


A sculpture of Ganesa depicted on a pillar in the 
mukhamandapa of a ruined Siva temple at Timmalapur (S1,No0.103) 
in Bellary District of Karnataka. He is shown seated on his 
vahana, the mouse, which is in advancing postion towards its 
front. He has four hands, the lower right and left hands 


hold Santa 


and modaka while the upper right and left hands 
hold ankusha and noose respectively. He wears karandamukuta 
and other usual ornaments including nagabandha on the belly. 
He is seated on the back of the vahana with left leg seen as 
hanging down. The trunk of Ganesa is shown as coild and turned 


towards his left. 


The mouse is shown as standing on an oblong pe= 


destal. Its front legs are little bent probably due to 
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heaviness of Ganesa and its face is lifted upwords and 
looking to its master, This sculpture of Ganesa, seated 
on the mouse is beautifully depicted one, quite unusual 


particularly during the Vijayanagara period. 


\ 
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(b) KARTTIKEYA 


Karttikeya has been given the place of war-god in 
the Pantheon of Hindu gods and goddesses. Judging from 
literary, numismatic and sculptural evidences he seems to be 
a very popular deity from a fairly early period, though he 
is unknown to the Vedas au and even to Panini at of Circa 
Sth century B.C. However, the Dharamasutra of Baudahyana a 
contains early reference to Skanda and his various names 
like Shanmukha, Yayanta, Visakha, Subramanya, Mahasena etc., 
but it is in the epics that the deity appears in full-fledged 
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form « The Mahabhasya of Patanjali, also attests to the 


popularity of Karttikeya and mentions of the images of Siva, 
Skanda and Visakha made for worship, though Skanda and 
Visakha are well known to be the names of the one and the 
same god. In the Mahabharata aan Visakha is stated to have 
arisen from the right side of the Skanda when the latter was 
struck by Indra's thunderbolt. According to Bhandarkar ae 
' this is indicative of the tendency to make the two as one 
person and they ,appear to have been so made an later times ', 
Again Karttikeya and Kumara denote the same deity having 
its famous shrane at Rohita and at many other places in 
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South India. The same idea is conveyed by the Amarakaosa 


which enumerates a variety of names of Karttikeya. 


Karttikeya, generally described as the son of 
Siva and Parvati, seems to have been conceived fisst as the 
offspring of Agni. In Ramayana ie he is stated to be the 
Son of Agni from Ganga. According to Bhandarkar ae * the 
foetus was thrawn by Ganga on the Himavat Mountain and it 
was nourished by the six stars consisting of the constellation 
of Karttikaxa and so was called the son of the Krittikas or 
Karttikeya '. In the Mahabharata 27 also, Karttikeya is 
represented as the son of Agni but born from his wife Svaha. 
However, in the same Epic ae Karttikeya is mentioned else= 
where as the off-spring of Siva and Parvati who assumed, it 
is said, the form of Agni and Svaha respectively. The 
transference of Karttikeya's parentage from Agni to Siva is 
not difficult to visualise since Rudra, the epithet of Agni, 
is also Siva's epithet and there are various stories narra- 


ting the birth of Karttikeya given not only in the Maha= 


bharata = but also in the Puranas Se. 


According to Braht Samhita 23, one of the earliest 
iconographic texts, Karttikeya is described as being youthful 
in appearance. The Vishnudharmottara Purana wae describes 
a six faced figure under the name Kumara. Samarangana 
Sutradhara oe describes the image of Karttikeya very copiously 
and elaborately with various attributes etc, His consort 


Devasena or Kaumari, is,however, missing here. 


Bhattacharya ae. has rightly observed that the 
number of hands of Karttikeya differs accordingly as he is 
worshipped in different places. Thus, according to Matsya 
Purana a2 when installed in a rustic town, his image is 
required to have twelve arms, in a karbata, four arms, while 
in the forest or village only two arms. In some cases, 


he is described as having six arms a 


Karttikeya images of several varieties are des= 
cribed in the various Agamas and Tantras. According to 
Gopinatha Rao “ corresponding to various names of 
Subramanya, there are the images whose descriptions are 
found in the Agamas. Subramanya is one of the most popular 
deities in far South India, so much so that there is not 
a Single village, town, garden, mountain top or other old 
places where his shrine is not to be found. On the authority 
of Agamas and Tantras, Gopinatha Rao ar in his monumental 
work on Hindu Iconography, has noted in detail the icono~ 
graphic features of a large number of varieties of the images 
of Karttikeya such as Saktidhara, Skanda, Senapatby, 
Subramanya, Gajavahana, Saravanabhava, Karttikeya, Kumara, 
Shanmukha, Tarakari Senani, Muruga, Brahmasasta, Valli-~ 
Kalyana=Sundara, Balasvami, Sikhivahana, Jnanasakti, Desika, 


Mahasena and others. 
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The earliest sculptural representation of 
Karttikeya, an ideal example of Kushana art, is possibly 


the one in the Mathura Museum a 


» which bears on its pedestal 
an inscription informing that it was installed in the i1th 
year of Kanishka's reign, that is, AD. 89. During Gupta 
period, Karttikeya is depicted more often as seated on the 
back of his mount, peacock, Though Gupta monarchs were 

the followers of Vaishnava faith, there is some evidence 

to believe that Kumara Gupta I, attached great importance 
to this god, Karttikeya. Not only that he bore the name 

of the Kumara, the general of the gods, but his son Skanda 
Gupta was also named after him, The Bilsad stone inscri- 
ption uae of his time, that is, A.D. 414-415, makes mention 
of the addition of a gallery to the shrine of Kumara 


locally called Mahasena,. 


In South India, Karttikeya or Subramanya or 
Kumaraswamy, is one of the most popular deity as already 
stated above. In most of the cases sae the god Karttikeya 
is endowed with four hands, carrying sakti and vajra in the 
back hands and the front ones display varada and abhaya 
mudras. He is shown usually either as standing by the side 
of his mount peacock or as seated on it. Few sculptures 
representing Devasena~Kalyanasundara Murti, illustrating 


the marriage of Kumara or Karttikeya with Devasena, is 


evidently influenced by the Kalyanasundara image of 


Siva ee No such examples are to be met with in the North. 


The sculptures of Karttikeya and his worship 
appear to have not been so popular in this part of the country, 
as in the far-South., There is no independent temple or an 
independent sculpture meant for the worship of Karttikeya 
noticed so far in the Hampi in Vijayanagara area, There 
are three representationsof Karttikeya, two are on the 
pillars and the beautiful one displayed in the Archaeological 
Museum, Kamalapur-Hampi. The last one also must have been 


part of the temple wall as an archite€tural member. 


A sculpture of Karttikeya is depicted on a pillar 
in the Hazararamaswamy temple at Hampi (Sl.No. 104). He 
is sitting on his mount, stylised peacock, His three faces 
are seen facing front. He is wearing a karandamukuta. He 
is having four arms, holding vajrayudha in the upper right 
hand and damaru in his upper left hand while the lower right 
and left hands held in abhaya and varada mudras. He is 
wearing ear ornaments, haras, chest band, wristlets and 
anklets. He is seated in lalitasana posture on the peacock. 
The peacock which has turned its face, is holding the tail 
of a snake in its beak and the wings are spread out, Pecu= 
larly here all the three faces of Karttikeya have prepared 


with third eye. 


The other variety of Karttikeya is seen depicted 
on a pillar in the Underground Siva kemple known as Prasanna 
Virupaksha temple at Hampi (Sl. No. 105). Here, the figure 
of Karttikeya is a single faced one. He as sitting on his 
usual mount in lalitasana pose. He has four hands, the upper 
one holding vajra and damaru ('@) whereas the lower hands 
are held in abhaya and varada mudras. The peacock is shown 
as holding a snake in its beak. The sculpture is not well 


finished, 


A sculpture of Karttikeya exhibited in the 
Archaeological Museum, Kamalapur-Hampi (Sl.No. 106). He is 
sitting on his mount, peacock. His three faces are facing 
front, they are wearing long kiritamukuta. Only four hands 
are seen, holding weapons like vajrayudha, arrow (damaged), 
bow and trisula. The other hands are broken and missing. 

He is wearing globular ear ornaments, haras, udarabandha, 
wristlets, armlets and long vanamala, The peacock which has 
turned its face backwards is also damaged. He is shown in a 
niche which is also damaged. On either side are seen,Valli 
and Devasena his constors ane on each side standing in lola 
mudra with hands. In the other hands, they are holding a 
lotus bud by its stalk. They are also wearing kiritamukutas, 
circular ear ornmanets, haras, kuchabandhas, waist~-girdles 
and vanamalas. The female figure to the right of Karttikeya 


is very much damaged. 


Another sculpture of three faced Karttikeya is 
depicted on a pillar in the mukhamandapa of a ruined Siva 
temple at Timmalapura (S1.No. 107). He is seated in la&lasana 
posture on his mount, peacock which is facing front. He has 
ten hands. The lower right and left hands are held in abhaya 
and varada mudras. The other eight hands hold sakti, musala, 
khadga, chakra, sankha, dhanus, khetaka, sikhiedvhaja. He 


wears long kiritamukutas, kundalas, necklaces and other 


usual ornaments on the body. 


The vahana, peacock, is shown as standing on an 
oblong pedestal with its face turned towards left and holding 
a snake in its beak. The feathers are beautifully carved 


as at the back of the peacock. 
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(c) BHAIRAVA 


Under Saiva, Bhairava can best be described as 
one of those ugra or ghora forms of Siva, born out of the 
blood of Siva. The Word ' Bhairava ' literally means terrible, 
frightful, horrible or formidable. According to Siva 
Purana 22. he is the Lord of the City of Kasi and full form 
of Sankara. He is also known as Kalabhairava for even Kala 
(the god of death) trembles before him; Amaradodaka because 
he kills bad persons; Papabhakshana, because he swallows 


the sins of his devotees, etc. 


According to some Puranas and Saiva Agamas ae 
Bhairava is sometimes described as Brahmasiraschedaka murti. 
But the accounts of the Varaha and Kurma Puranas, which 
seek to explain this aspect of Siva, materially differ. 
The Varaha Purana oe states that ! seehns created Siva 
(Rudra) and addressed him as Kapali and asked him to protect 
the world. Being insulted, Siva cut off the fifth head of 
his originator, Brahma, with has left thumb-nail and the 
head of Brahma unfortunately stuck to Siva's palm. Then 
Brahma was requested by Siva to tell him how he could get-rid 
of the head stuck to his hand, On the advice of Brahma, 


Siva observed a Kapali's life for full twelve years and at 


the end of which he visited Kasi (Varanasi or Baneras) where 
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the head of Brahma got detached. The place where this 
incident seems to have taken place is still known by tra- 


dition as Kapali-mochana in Varanasi. 


Kumara Purana oe, has somewhat a different version 
* once the rishis asked Brahma as to who was the originator 
of the universe, Brahma attributed it to himself, even 
though the Vedas declared Siva to be greatest of all the 
gods. Just then a juge illumination appeared in whach was 
discernable the figure of Siva, by whose order Bhairava 
cut-off the fifth head of Brahma ',. These texts try to 
explain this aspect of Siva as cutting off one of the heads 
of the polycephalous Brahma, for his alledged sins and 
iniquities. However, Banerjea, has rightly observed that 
there is hardly any tangible connection between the varying 


myths and iconic types. 


According to Sritatvanidhi ae ' the figure of 


Bhairava should be with three eyes, four arms, a jatamukuta, 
on the head, patrakundala in the right ear and makara= 
kundala in the left one. There are to be the vajra and the 
parasu in right hands and in the left ones, the skull of 
Brahma and the sula. It should be drappd in garments made 


of tiger's skin ', 


‘ 
ae) 
ie 
On 


A typical Bhairava is given in the accounts of 
Vishnudharmottara Purana au according to which ! Bhairava 
should have flabby belly, round yellow eyes, canine teeth 
and wide nostrils. It should be wearing a garland of skulls 
and adorned with snakes as ornaments, Besides these, there 
should be other ornaments also. The complexion of Bhairava 
should be dark as the rain cloud and has garment of the 
elephant's skin. He should have several arms carrying several 
weapons. He should be represented as frightening Parvati 
with a snake '. The descraption of Bhairava given by 
Hemadri a is much similar. He describes that Bhairava 
should possess a grim face wath protreuding teeth, a pot= 
belly, a garland of skulls and serpents as ornaments. He 


has plaited hairs and several hands etc, 


There are three different types of Bhairavas,. 
Gopinatha Rao 62 has described as Batuka Bhairava, Sravanae= 
Karsana Bhairava and other sixty four Bhairavas, in his 


monumental work on Hindu Iconography. 


Batuka Bhairava := He is usually found in 
sculptures as nude, terrific in appearance with protruding 
fangs, rolling and round eyes. His hands are holding a 
sword, a khatvanga, a sula or kapala, he is wearing wooden 
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sandals and often shown accompanied by a dog » He should 


have jatas of red colour, three eyes and a red body. He 


should carry in his hands the sula, the pasa, the damaru and 
the kapala and be riding upon a dog. He should be stark, 
naked and be surrounded on all sides by a host of demons, 
According to the description given in Rupamandana oe. 

Batuka Bhairava should have eight arms, in six of which are 
to be the khatvanga, the pasa, the sula and a snake, while 
one of the remaining hands should carry a piece of flesh 

and the last one should be held in abhayamudra. By the side 
of this Bhairava there should be a dog of the same colour 


as its master. 


According to Saradatilaka Tantra a there are 


three types of Batuka Bhairavas, namely, the satvika, the 


Yajasika and the tamasika. 


Sixty=Four Bhairavas := The Agamic texts enumerate 
as many as sixty-four Bhairavas divided into eight groups 
of each, the chief of these groups being Asitanga, Rur, 
Canda, Krodha, Unmatta, Kapala, Bhisana and Samhara res= 


pectively aa 


Few sculptures of Bhairava exhibited in the 


Archaeological Museum, Kamalapur-Hampi, are described below:s- 


A sculpture of Bhairava (Sl.No. 108) is shown as 
standing in tribhanga posture on a pedestal. An asura’s head 


is depcited in low relief on the front face of a pedestal. 
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He is standing on wooded sandals and has four hands, holding 

a long sword and damaru in the lower and upper raght hands 
while skull cup and trisula in the lower and upper left hands 
respectively. The human head hanging from the lower left 

hand being reached to the dog which is standing on its hind 
legs. He wears kundalas, necklace, chest band, waist-girdle, 
armlets, wristlets, long rundamala, anklets and loose anklets. 
He has three eyes and canine teeth. He is naked and wears 


Naga aS ornaments aon the bady. 


Another sculpture of Bhairava (S1.No. 109) is 
shawn as standing in tribhanga posture on a semi-circular 
pedestal, He has four hands, holding long sword, damaru, 
trisula and skull cupe A dog is standing behind him and 
raised its mouth to suck the blood which is coming from the 
head which is held in the lower left hand of the deity. He 
wears kundalas, neckd#aces, haras, channavira, armlets, wristlets 
waistegirdle, long rundamala, anklets and loose anklets. 


The sculpture is beautifully carved and details very clear. 


A sculpture of Bhairava (S1.No. 110) is shown 
standing in dvibhanga posture on a pedestal, under prabhavali 
with kirtimukha at the top. He has four hands, holds sword, 
trisula and damaru. The lower left hand is chipped off which 
is suppose to hold skull cup with head. He wears rundamala 


and other usual ornaments on the body. 


A dog is standing behind the deity with its 
head raised upwords to suck the blood from the head which 
is held by the deity in the lower left hand. He stands on 
wooden sandals. A single hooded naga is seen on either 
side of Bhairava. He is attended by female on either side, 
the lady standing ta right is held her hands in anjali mudra 


and other details are not clear. 


Bhairava is provided with makaratorana prabhavali 
and kirtimukha at the top. The sculpture is beautifully 


carved and well in proportinate. 


HMB HIE HH 


pees 


(dU) HANUMAN 


Hanuman stands for simplicity, selfless service, 
and self-sufficient. He was an ideal character; he had 
perfect control over his senses and he was a great visionary. 
He is considered as eleventh manifestation of Siva. Kamban, 
the Tamil poet, in his work Ramayana calls him as an amsa 
of both Vayu and Rudra = Thus he has come to occupy a 


Special place in the Hindu pantheon of deities, around 


whom an independent cult grew up in course of time, 


He was not only worshipped by the Vaishnavas but 
also by the Saivas and Saktas. He is likked with Vishnu 
through his devation to Rama. The Pancharatra Agama, the 
principal scripture of the Vaishnavas, makes elaborate 
reference to the worship of Hanuman who is addressed ° Sri 
Anjaneya ' that is, son of Agni. He is also a manifestation 
of Sakti. He himself believed to have said ! laukike 
Samandraprati ma samreda rama sevaka ', that is, for the 


fulfilment of all the worldly desires, people should remember 
68 


the servant of Rama ‘ 


The earliest extant of stone sculptures of Hanuman 
date back to circa S5th-6th century A.D., for which the 
Dasavatara temple of Devagarah in Uttar Pradesh and 


other places in the North are justly famous 69 


The reliefs depicting Ramayana scenes on the 
outer walls of Hazararamaswamy temple at Hampi show Hanuman 
and the part he played as Rama's messenger to Sita in Lanka 
and his unswearing loyalty in helping his hero, Rama to 
destroy Ravana, The half-man and halfeanimal figure of 
Hanuman with his characterastic long tail is the most common 


form of his representation, 


In the Rama group of figures, Hanuman shown in 
anjali pose or in a humble attitude with his right hand over 
his lips oe standing to the right of the group is remark- 
able. Hanuman is shown in anjali pose with his tail going 
over his head and with a bell hanging from its tip. This 
is a common feature in most of Hanuman images enshrined 
separately in Vishnu temples. However, when, an independent 
cult of Hanuman came to be evolved, varities of Hanuman 
images came to be introduced by about i5th-i7th centuries 
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The most interesting of these varieties 
is the one called Panchamukha Hanuman or Hanuman with five 
faces. Sculptures of this aspect of the deity are to be 
found occasionally in low relief in Vaishnava temples during 
Vijayanagara period. In such sculptures, invariably, only 
four faces are to be seen, with the fifth hidden at the back 


as in the case of four faced Srahama. 


Another variety is the onee called chaturbhuja= 
Hanuman (Sl.No. 113) found at Hampi. In the group of Rama, 
Sita and Lakshmana, Hanumag the faithful messenger, should 
be shown standing a little away infront and also to the 
right of Rama and should be only so high as to reach the 
chest, the navel or the hip of Rama. The fzgure of Hanuman 
has the left hand resting upon the thigh and the right hand 
is placed upon the mouth and he is adorned with karanda= 
mukuta on the head, His figures should be sculptured in 
accordance with the saptatala measures of 84 angulas, It 
should be represented as having only two hands, rare with 
four hands, the right of which as placed upon the mouth in 
token of lgyalty and the left is made to hang down so as 
to reach the knees, the attitude assumed by servants in the 
presence of their masters. The look and posture of the 
figures of Hanuman should be such as to even-ewilling and 


readiness to carry out the orders of his master. 


He is pictured as heroic, he is also depicted as 
gigantic, fierce and immensely powerful and appears to be 
very personification of Supreme strength. He also stands 
errect with his long tail raised and curled over has head, 
with a large dagger at has waast and a tassel hanging down 
his waist. He has a Vaishnavite castmark on his fore-head 


and chest. He has a belt for his chest also, his girdle, 
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two folded, is fully jewelled and with a leaf shaped tassel 
trailing on his left thigh. Sometimes he is depicted as 
dvarapala in the Vishnu temples. Anjanadri hill in Kishkinda, 


near Hampi, Vijayanagara, has been identified by tradation 


as the birth pla€e of Hanuman, 


At Hampi itself is a unique representation of 
Hanuman in a shrine known as Yantrodharaka murti. Similar 
one is seen at Penukonda in Andhra Pradesh, assignable to 
the same period oe In the Ranga temple, outside the south= 
east corner of the Zanana enclousure, a huge sculpture of 
Hanuman, about 2.7 metres in height is seen. At the back 
of the Prasanna Virupaksha temple, is a little chamber en-=- 


shring an image of Hanuman of 3.6 metres in height locally 


called Prasanna Anjaneya (Hanuman) temple. 


A sculpture of Hanuman (Sl.No. 111) which is 
exhibited in the Archaeological Museum, Kamalapur-Hampi, 
is shown with his face turned towards his left and as ad- 
vancing towards his left, his tail goes over his head and 
coils upwords near his left arm with the tip treated as 
tendrils of a creaper. He is holding in his left arm a 
bunch of mangoes attached to the lower end of stalk. The 
Mangoes are in three rows and twelve in number. The head 


has been provided with two stringed beaded band with a 
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pendant, in the centre. The tufted hair with knot is shawn 
at the back. There are two haras with central pendant on 
the chest, There is a ratnakundala in the right ear. There 
is also udarabandha with crest in the centre, The beaded 
armlets, wristlets, loose wristlets, anklets and other orna- 
ments carved with all details. There are also two anklets 
on the feet, three stringed yajnopavita runs across the 
body. The loin cloth has been tucked up with the help of 

a waistegirdle, There is also a garland of flowers running 
across the shoulders and hanging on either side of the arm- 
pits. The usual vanamala with central pendant is Beiee. 

the knees, All the fingers of both hands have been provided 
with finger rings. There are line carvings of tripundras 

on the arms, on the chest and also on the fore=head. The 
representations of Sun and Moon are seen at the top above 


the tail. 


The asura, Akshyakumara (Apasmarapurusha) is 
shown as fallen to the ground holding a round shield in 
the left hand and a curved sword in the right hand. There 


are four holes chiselled for fixing garlands. 


Another sculpture of Hanuman (Sl.No. 112) which 
is also exhibited in the Archaeological Museum, Kamalapure- 


Hampi, is shown with his face towards left and also advancing. 
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The tail makes a circle over his head, goes upto the left 
elbow and ends up in a double coil. He is holding in his 
left hand a stalk of flowers with leaves etc. The raght 
hand is raised with the open palm. The tufted hair with 
knot is shown at the back of the head. In his right ear 
is seen a triple ratnakundala beautifully sculptured, He 
is having tripundra on the fore-head. There is a plain 
kantabharana and a broad hara with central crest. The 
beaded armlets, wristlets and anklets are all produced 
with pendants in: the centre. There are also loose anklets 
on the both the feet. A finger ring is seen even on the 
thumb of right hand, There is also a udarabandha probably 
unfinished, The vanamala, probably unfinished is beyond 
the knees, An upper cloth going across the shoulders with 
ends has frills which are seen on either side of waist. 


There are representations of Sun and Moon above. 


The asura Apasmarapurusha, shown between the two 
feet, is holding a sword in the right hand and a round 
shield in the left hand. His head as shown towards the 


right leg of Hanuman. There are two holes on either side 


of the neck for fixing the garlands. 


A sculpture of chaturbhuja Hanuman is depicted on 
a boulder near Kotilinga at Hampi (Sl.No. 113) is shown 


standing in dwibhanga posture on a pedestal with his face 


turned towards his left. He has four hands, the upper 

right and left hands hold stylised chakra and sankha while 
the lower left hand is made to rest on the gada and the 
lower right hand holds a bowl like object. The hair is 
tided up with a knot at the back. He wears beaded necklace, 
hara, kundalas, channavira, yajnopavita, long vanamala, 
armlets, wristlets and loose anklets. He wears a small 
piece of cloth in the form of kachha which is tied to the 


waist girdle. The tail is goes up above the head and coild 


at the end. 


Akshayakumara is depicted in between the two legs 
of the main deity, who holds a sword and a shield in his 
hands. The asura is shown as fallen under the feet of 


Hanuman. 


The sculpture of Hanuman with four hands is rare 
and one of the most important one. It is carved on a granite 
boulder in well proportinate form, This deity of Hanuman 


is under worship even today by the devotees at Hampi. 


A sculpture of Vyakhyanamudra Hanuman is depicted 
on a pillar in the kalyanamandapa of Vitthalaswamy temple 
at Hampi (Sl.No. 114). He is seated in padmasana on a 


pedestal. He has two hands, the right hand is held in 
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vyakhyanamudra and the left hand is placed on the feet in 
dhyanamudra. His hair is tied up with a knot at the back. 
He wears kundalas, beaded necklaces, armlets, wristlets, 
chest-band, waist~girdle and a yajnopavita. This sculpture 
of Hanuman is carved in proportionately and beautifully 


on one of the faces of a pillar. 


Another sculpture of Hanuman (Sl.No. 118) depicted 
on a pillar in the mukhamandapa of Hazararamaswamy temple, 
at Hampi. He is seated on his own coild tail, whach is seen 
on a pedestal. The tail-end is also depicted on the face 
of the oblong pedestal pedestal. His left leg is crossed 
and resting on the right thigh and the right leg is hangang 
down. He is seated in the form of maharajalilasana posture. 
The right hand is raised upwords with the open palm and the 
left hand is hanging and resting on the folded left knee, 
The hair is tied up with a knot at the back, He wears hara, 
kundalas, yajnopavita, armlets, wristlets and anklets. The 


face is turned towards his left. 


A sculpture of Yantrodharaka Hanuman (S1.No. 116) 
depicted on a granite boulder near Kodandarama temple at 
Hampi. Hanuman is shown seated in padmasana within the 
centre of 'Srichakra' which is known as Yantra. His raght 


hand is held in vyakhyanamudra and the left hand is held in 
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dhyanamudra. He wears kiritamukuta, and other usual 


ornaments on the body. 


Below this yantrodharaka-Hanuman is seen a scul= 


pture of Madhvacharya, installed recently by the devotees 


of Hanuman. 
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(e) GARUDA 


Garuda or Arutman was originally the Sun conceived 
as a bird, as described in the Rigveda ie Taraksya is 
another name given to him in the epic and puranic literature. 
In the subsequent period he is identified with the swift 
bird, the vehincle of Vishnu ee: In the South, Garuda as 
the vahana of Vishnu is known from the Sangama age. The 
stories of his birth as one of the two sons of Vinata, wife 
of Kasyapa and his fight with the devas for the amruta to 


get his mother freed from her bondage to co=wife Kadru, 


are all alluded to in the Tamil literature. 


Garuda's concept considering himself to be superior 
to Vishnu, the achievements against the asuras claimed to 
be own as he carried Vishnu on him and the curbing of his 
pride by Vishnu are casually referred to in the Tamil works, 


Palmoli Nanuru and Paripadal om 


The term Garuda is pul which means bird, often 
Uvana ae is also given as the name of this bird, and thas 
term is merely a form of Suparna of the Vedic literature. 
A descraption of this emblem of Vishnu's flag is mentioned 
invariably in all the works referring to Vishnu. Garuda as 
the enemy of the snake which is his food and as having broad 


multi-coloured wings is mentioned in the Paripadal. At the 
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same time, Garuda is said to be adorned wath snakes as his 
head ornament, anklet, bracelet and waist band. Garuda is 
also said to carry snake in his beak which is red 1G. 

Garuda is a well known figure to Brahmanical icono- 
graphy. He was introduced anto Buddhast iconography too 
which carried beyong India into Tibet, China, Mongolia and 
countries of South East Asia along with Buddhist religion 
and Art en 

The form ascrabed to Garuda, as the mythological 
story goes, is that of a huge bird of un-common strength, 
grim and grotesque endowed with the mystic power of assuming 
any form according to his wish oe The artists utilised 
the latitude which was thus conceived by mythology to evolve 
various forms and thus they introduced significant modifica- 
tions to the bird=-form, culminating in the winged human form 
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with round eyes and beak-like nose etc., “.o 


In early Buddhist art, Garuda is represented as a 
bird with emphasis on some bodily features. A relief on 
the eastern gateway at Sanchi is said to represent Garuda. 
Grunwedel considered it to be a form of the native parrot, 
but it is hard to agree wath this view especially beeause 
Indian plastic representation of Garuda has no affinity. 


Moreover the process of the iconographic development of 
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Garuda was one of the humanization and not of any monstrous 
creation of uncalled fancy. I is his asseciation with 
Vishnu as his vahana is primarily believed to have determined 


the line of evolution 80. 


The Garuda capital of the Besnagar Pillar erected 
by Heliodourus, a Greek Ambassador, is perhaps the earliest 
known representation of Garuda, though, the capital as not 
extant. The two images of Garuda in the Mathura IMuseum, 
are unique on account of thear striking iconographic pecu- 
liarities and early date, as they are assigned to the 


Kushana period ae 


The cult of this mythical bird seems to he widely 
prevalent as evidenced by the literature of India and other 
countries, but the Indian stories regarding Garuda are the 
oldest ones Oe. The most common form that has developed 
in Incia is hybrid one combining the human form with that of 
the winged bird, the human form predominating. The inter- 
mediate stage in the evolution of this hybrid Garuda figure 
is seen on Gupta coins. He is also shown as holdang a 


snake in his beak a, 


In the Deccan, reliefs depicting the story of 


Garudats fight with the devas, his stealing the amruta and 


freeing his mother from bondage, are found in the early 
Chalukyan cave temples at Badami a and also in the scul- 
ptural representation in the structural temple of Virupaksha 


at Pattadakal in Karnataka ao 


According to Vishnudharmottara Purana ' Garuda 
should have round face and eyes, a nase like that of Kausika 
and the legs like those of vulture, four hands, two of them 
carrying the umBella and the pot of amruta and the other two 
folded in supplication and a pot lake belly. When carrying 
Vishnu on his back, Garuda shouls have two hands, both of 
which should support the feet of the God '. The later 
description is in confirmity with the known images of Garuda 
carrying Vishnu. The former type, perhaps, was intended as 


a separate cult image, when shown independently aD, 


The Silparatna gives different descriptions of 
Garuda, According to one of them, the image of Garuda should 
have the golden yellow colour from the feet to the knees, 
the snow-white colour from the knees ta the navel, scarlet 
from the navel to the neck, and the beak in blue. He should 
have only two hands, one of which is to be in the abhayamudra. 
Another form described in the same text is that of an eight 
armed Garuda, holding in sax of his hands the vassel of amruta, 


gada, snake, chakra, sword and a snake. The former descraption 


is similar to the one found in the Agni Purana aan which 
mentions the four colours for the four parts of the Garuda's 
body as given in Silparatna, It alsa be mentioned here that 
four colours, gold, whate, red and black are the fundamental 
colours assoicated with the four great manifestations of 
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According to Sritatvanidhai, Garuda should be shown 
as kneeling on has knee and has crown should be adorned with 
snakes. He should be shown as stout an the legs and knees 
and possess the face and body of human being, his beaked 
nose should be raised and pointed prominently. He should 
have only two hands held in anjali mudra 89 The figure of 
Garuda, set infront of the central shrines in the Vishnu 
temples at Hampi and other regions under the Vijayanagara 


empire, tally generally to this descraption. 
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Few sculptures of Garuda from Hampi are described 


below: =< 


A sculpture of Garuda (Sl.No. 117) exhibited in 
the Archa@ological Museum, Hampi-Kamalapur. He is shown 
with his face towards front and also advancing towards his 
raght, is havang two hands held in anjali mudra, the two 


wings are spread out on either side. There is a jewelled 
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ornaments starting from the shoulders and covering the 
bottoms of the featuers right upto the elbows and hands. 

The whole arrangement resembles the bhujakiritas. He is 
wearing six taered kiritamukuta and a jewelled head band. 
The frills of which are spread behind the ear, He is wearing 
nagakundala with spread hoods as ear ornaments. He is also 
shown as having trapundra on his fore-head and two canine 
teeth at the ends of the mouth. The jewellary includes 
kantabharana with central pendant covering upto the knees. 
The armlets, wristlets and anklets are of naga with tail, 
spread hoods. He is also wearing loose anklets on both the 
feet, which are characteristic of Vijayanagara period. The 
lower garments with frills going on either side and also in 
between the thighs, are held with a jewelled waist-girdle,. 
The central piece of the waast-girdle is in the form of 
kirtimukha, from the mouth of which more frills are hanging. 
There are representations of stylised chakra resembling 

a rosette and a conch an relief. Also seen the represen~ 


tations of Sun and Moon in line carving. 


Peculaarly there is line carving starting from the 
right shoulder of Garuda and going upwards whach resembles a 
flower bud with its stalk, There are two holes chaselled 


on either side of neck for fixing the garland. 


Another sculpture of Garuda (S1.No. 118) which is 
also exhibited in the Archaeological Museum, Kamalapur-Hampi. 
He “is shown with its face towards his left and also as 
advancing in the same direction. He has two hands, the left 
one holding a snake whose tounges are stretched out. There 
is a short diamond crest on its head. The right hand with 
its open palm as raised upwards. He 1s having tripundra mark, 
characteristic of the Vajayanagare period, on the fore-head, 
The big beaked nose is slightly damaged. He has wings with 
feathers in two tiers. He is wearing kiritamukuta wath three 
bands of nagas with their hoods spread, one of which on the 
left side and two at the front. Nagas with spread hoods 
have been used as kantabharana, haras, udarabandha, armlets, 
wristlets and loose anklets. He is having hooded naga as 
ear ornaments nagakundala, at the back of the head is seen 
the unfinished part of spread chakra. He is also wearing 
an upper cloth across the shoulders, the ends of whach are 
shown flying on eather side of the body. A long hooded snake 
forms the vanamala or nagamala, Peculiarly there is one 
more naga with its spread hod shown as an ornament below 
the arms of the right hand but’ very near the elbow join. He 
is wearinga a diamond jewelled waist girdle and a lower gar- 
ment with frills hanging on the front, the sices as well as 
in the centre, There is stylised flower bud like object 


shown as hanging between the thighs. 


a) 
Sao 
30 


There are the representations of stylised 
chakra and sankha on either side of the kirita. There are 
holes chiselled on either side of the neck and also at the 


top for fixing garlands. 


A sculpture of kneeling Garuda (Sl.No. 119) 
denicted on a pedestal (panavatta) in the sanctum of a 
ruined temple near Chandrasekhara temple at Hampi. Garuda 
is seen in kneeling posture (veerasana) on the front face of 
a pedestal, with hands held an anjali mudra. He wears a 
kiritamukuta, ear rings, armlets, wraistlets, waist-girdle, 
anklets and loose anklets. The open wings with six feathers 


are also seen on @ither side of his arms, 
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(f) SURYA 


The worship of Surya or Sun in India has been 
as old as the Vedas. The Vedas refer to him and his various 
aspects as Savitra, Pusava, Bhaga, Mitra, Aryaman and Vishnu. 
Surya was the most concrete of the solar deitaes and Savita, 
' the stimulator of everything ', denote his abstract 
qualities ae Mitra was an Indo-Iranian god and aryaman 
was also an Indo-Iranian deity. Vishnu was the most intere= 
sting of the solar deities and the part he played in the 
development of the Bhagavata creed. Most of these deities, 
along with a few others like Amsa, Daksa, Nartanda etc., 
came to constitute in different groupings and different 
contexts, the class of gods called Adityas. The worship of 
the twelve Adityas along with that of the nine so called 
planets or Navagrahas came to occupy a very amportant place 
in the religious life of the Indians, Bhandarkar, refers th 
a special class of Sun worshippers in the North called Magas 
whem he identifies with the Magi of ancient Persia a In 
the South India, there does not appear to be any such class 


exclusively devoted to the Sun though Sun worship 21s common 


to all the Hindus. 


Riv Vedic hymns to Surya contain many epithets 
which had a hand in influencang many of his traits in the 


post~-Vedic age. In some he 1s described as ' the beautaful 


: ; ‘ P 2 
winged celestial bird, Garutman ' whale in one verse 7 ; 


he is described as a! white brillaant steed brought by 

Usas ', From such descriptions originated the concept of 
Garuda, the mount of Vishnu and Tarksya, the horse-mount 

of the Sun=god himself. Nay the idea of the god riding on 

a chariot drawn by four or seven horses so frequently found 
in post-Vedic texts and illustrated in early reliefs has 
already been well formulated an the Rig-Vedic hymns. He is 
more often described as ' moving on a car drawn by one, by 
several or by seven ruddy horses ! 28. The worship of the 
Sun god and his various aspects continued in the later Vedic 
period. In the post-Vedic age, it was more advanced and the 
two epics are full of allusions to Surya and his various 
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aspects. The Mahabharata describes Surya as Devesvara, 
' Lord of Gods ', Many other Sanskrit works belonging to 


the Gupta period and afterwords also contain similar references. 


The image of the Sun=god, according to the Agamas, 
is always to be placed in the centre of the planets and 
locking eastward. He must be round, red, decorated with red 
Flowers, clothed in garments of varigated colours and with 
flags on his car. The car must have one wheel and drawn by 
seven horses, to be driven by the Charioteer Aruna, who is 
represented without legs. Mayurabhatta, a poet of the early 


mediaeval times, extolled the glory of Sun god in a poem 


consisting of ane hundred verses, known by the name of 
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Suryasataka, which was held in great esteem 
Surya is also supposed to be the manafest form 

of the three Vedas, the sole supporter of universal space, 

rasplendent in his chariot or car, surrounded by his consorts, 


planets and the celestial damsels. Hemadri Ze says that 


an the right ane left side of the sun respectively are re- 
presented the attendant gods Banda Pingala and Ati Pingala 
worshipping him. Sometimes Surya represents, as composed 
of Brahma, Mahesvara and Vishnu. An illustration from 
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Chidambaram in Tamil Nadu, evidently represents Surya 
as composed of Brahma, Mahesvara and Vishnu. Here, though 
the symbols held in the hands do not clearly indicate the 


above variety, but on the pedestal are shown seven horses 


drawn by Aruna, believed to be without legs. 


The Sun=-cult appears to have developed an North 
India from the early centuries of the Christian era. The 
prevalence of Sun worship is fully proved by many laterary 
and archaeological evidences, The story of Samba's leprosy 
and his cure from the disease by worshipping the Sun god 
is elaborately narrated in many Puranas such as Bhavaisya, 
Varaha, Samba etc, The reference is also made in many of 


these texts to his having caused to be built a big temple 


of the god Surya or Sun at Mulasthanapura, the modern 
Multan in West Punjab, on the banks of the Chandrabhaga 79. 
There was actually a big Sun temple, at Multan, a graphic 
description of which and the image enshrined there have 
been given by foreign travellers like Hiuen-T-Sanga and the 
Arab geagraphers like Al Edrisi, Abu Israkal, Ishtakhri 

and others an Some of the Puranas also refer to the in- 
Stallation of a Sun amage at Mathura known by the name of 
Sambadatya. According to Brihat Samhita eae that it was 
the Magas, the Indaanised form of the Magik the Sun worsha- 
pping priests of Iran, who were entitaled to install cere- 
monially the images of Surya in the temples. Alberuni knew 


this fact for he has recorded that the ancient Persian 


priests came to India and came to be known as Magas. 


Remains of the mediaeval temples of the Sun god 
are still extant in the extreme west, that is, Modhera ain 
Gujarat, in the extreme east, Konarak in Orissa. There are 
inscriptional references to the existence of such shrines 
of a fairly earlier period in several other parts. In South 
India, earlier than the 12 century A.D. no such temple has 
been found ae The only temple thus so far known to be 
dedacated to Sun and his attendant planets exclusively in 
the South, is the one at Suriyanarakoyil in the Tanjore 


District in Tamil Nadue ae 
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According to the Amsumadbhedagama and the 
Suprabhedagama eae ' the figure of the Sun=god or Surya 
should be a sculpture with two hands, each holding a iotus. 
The hands should be so held up as to cause the fist holding 
the lotus reach the lavel of the shoulders. His head is to 
be surrounded by a halo, that is, kantimandala. He should 
be adorned with many ornaments, on his head there should be 
a karandamukuta and the garment worn by him should be in red 
colour. He should wear kundalas and over has chest there 
should be necklace, There should also be a yajnopavita on 
his body. The fagure of Surya should be made to stand on a 
padma=pitha by itself or should be placed in a hexagonal 
chariot drawn by seven horses fully caprasoned. The charaot 
shoubd have only one wheel and driven by the lame Aruna. 


On the right side of Surya there should be standing Usha 


and on the left Pratyusha. 


The Silparatna 108 states that on each side of 


Surya, there should be a dvarapalaka, named fiandala and 
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Pingala respectively. According to Matsya Purana the 


figure of Surya should have a fine moustaches and should be 
dressed as men are in North India. Surya should have four 
arms, a lustrous body of red colour covered with a coat. 


Four handed sculptures of Surya are rare in South India. 


ne. has illustrated few sculptures 


Gopanatha Rao 
of Surya images from the South and the North India in has 


work on Hindu Iconography. 
Few Surya images from Hampi are illustrated below:= 


A sculpture of Surya is depicted on a pallar in 
the mukhamandapa of Kadalekalu Ganesa temple at Hampi 
(Sl.No. 120). He is standing in sambhanga posture on a 
chariot driven by horses, He has two hands, holding a lotus 
bud with its stalk. The hands are raised upto the elbow. 
He wears a kiritamukuta, necklace, ear ornaments, yajnopavita, 
armlets, wristlets, waist-girdle, long vanamala and anklets. 
The horses are seen in an advancing position with their 


front legs raised up and the charioteer Aruna is also seen, 


Behind Surya is seen a prabhamandala also. 


A sculpture of Surya (S1.No. 121) which is exhibited 
in the Archaeological Museum, Kamalapur-Hampi. He is shown 
standing in samabhanga posture on a ratha which is drawn by 
bhe capriaosned horses. He wears a long kiritamukuta, kundalas, 
necklaces, hare, channavira, waist-girdle, long vanamala, 
dhoti with frilis flown on either side, armlets, anklets 
and loose anklets. Prabhavali with kirfamukha at the top 
form the mouth of which issues the foliages, is also provided 


at the back of the Surya image. 


To the right of Surya is a female deity shown as 
standing an samabhanga posture on the same chariot wath hands 
held in anjali mudra. She wears a long kiratamukuta, kundalas 


necklaces and other usual ornaments including vanamala. 


This is one of the best sculptures carved beau= 
tifully and in good proportioned. This sculpture must have 
been the main deity, installed in one of the temples at 


Hampi. 


Another sculpture of Surya (S1.No. 122) whach is 
also exhibited in the Archaeological Museum, Kamalapur-Hampi. 
He as shown standing in samabhanga posture on a thriratha 
pedestal. He has two hands folded and raised which hold 
lotus-buds wath stalks. The lotus-bud which is held in the 
right hand is partly chapped off. He wears a long kirita~ 
mukuta, kundalas, necklaces, channavara, waist-girdle wath 
tassibs, dhoti and anklets. He is provided with prabha- 
mandala at the back of the head. Prabhavali wath kirtimukha 
at the top form the mouth of which issue the foliage is 
also seen at the back. Un either side, a female deity as 
shown standing in tribhan§a posture on the same pedestal. 
Usha is standing to the right and Pratyusha to the left of 
Surya. Both wear a long kiritamukutas, kundalas, necklaces 


and other ornaments including sari. 
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Usha is holding lotusbud with its stalk in her 
left hand while the raght hand is held in lola pose. Pratyusha 
1s holdang lotus bud with its stalk in her raght kand and 
the left hand is held in lola pose. The scultpre is a beau= 
tifully carved and a well proportioned one. This sculpture 
is carved of a balck granite stone and is too must have been 


unstalled in one of the temples at Hampi. 


A beautiful sculpture of Surya (S1.No. 123) is 
depicted on a boulder near Kotilinga at Hampi. He is shown 
as standing in samabhanga pose on a ratha (chariot) whach ais 
drawn by capriosned seven horses. He has two hands which 
hold Lotus-bud by thear long stalks. He wears a long karita= 
mukuta, kundalas, hara, channavira, yajnopavita, waistegirdle 
with tassils, Ghoti with frills hanging on eather sade, long 
vanamala, armlets, anklets and loose anklets,. Prabhamandala 


is provided at the back of the deity, quate big and prominent. 


Chariator Aruna is shown as seated wath his legs 
crossed, It is interesting to note here that Aruna is not 
lame whereas he is supposed to be lame. He has two hand, 
the left hand holds reins of the horses and the raght hand 
is a little raised holds a whip (hunter). He wears a short 


karandamukuta and other usual ornaments over the 


body. 
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The sculpture of Surya on a chariot which is 

drawn by capriosned seven horses and driven chariator 

by Aruna is beautifully carved on a granate boulder. The 
sculptor, wath the intentacen to enhance the beauty of the 
composite subject, has shown the horses and the chariot from 
the side, of their left sades only. Whereas Surya is shown 
as facing the spectator that is, with his face towards the 
front and nor in the direction towards whach the chariot 


is moving. 
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(g) LAKSHMI / SRI 


Lakshmi is one of the most popular goddesses of 
the Hindus, the Buddhist and the Jains alike. She is 
considered to be the goddess of beauty, fortune and fertility. 
She is the chief consart of Vishnu, whose appellation is 
' Sri '. It is, therefore, but natural that persons desirous 
of attaining material prosperity should worship her. A 
special worship is enjoined in her honour on the night of 
the last day of the month of karttika every year when festival 


of lights is celebrated all over the country. 


Both Sri and Lakshmi together in the Taittiriya 


Vay and the Vijayasneyi Oe are the two heavenly 


Aranyaka 
women, the combination leading to the complete identafication 
of the two. No difference whatsoever is, however, noticable 
between Sri and Lakshmi in the Srisukta ae a late supplement 
of Rig~Veda, datable to the time of Pali Buddhist texts. 


ae also emphasies thas goddess where 


The Jautreya Upanisad 
Sri is said to bestow garments, cows, food and drink ' there=- 
fore bring the Sri '. In the hymns, she is called ' the one 
possessed of the lotus ‘padmapani' the one standing on the 
lotus 'padmasthika', the latus coloured 'padmavarna!’ and 


the lotus born 'padmasambhava'. She is also called padmakshi 
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{lotus eyed), padma Uru, padmanana. She is also said to 
dwell in the lotus lake, be fond of the lotus padmapriya 


anc carry a lotus in her hand, padmahasta etc, 


She is the goddess of the fertality of soal, which 


is derived from waters and she bestows ' gold, cows, horses 


and silver ' etc. ae According to Coomaraswamy ane lotus 


is the symbol of water and aes such connected with fertility. 
She is also connected with vegetation and bilva (wood apple) 


tree, 


Sri or Lakshmi is said to be born out of the 
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churning of the Ocean She is the mother of Kamsadeva 


and Krishna's wife Rukmini and mother of Pradyumna, whose 


previous incarnation was Kama. She is also assoxcaated with 


Indra, Soma and Kubera ve The lotus as her cognizance 


assumes great significance in the iconography of Lakshmi. 


She is treated with scant respect in the Buddhist literature, 


the Milindapanha as Figure of Lakshmi on the lotus is 


freely used in Buddhast art as a decorative motiff ae a Lakshmi 


as an auSpicious character is mentioned in the Jaina litera- 
ture also. In the Kalpasutra pee she appears in one of the 
fourteen auspicious dreams of Trisala, forestallang the birth 


of Mahavira. In Hindu literature, the epic conception of 


Sri-Lakshmi persists, as a goddess of fortune, with lotus 


in hands 119 


0 
Sri or Lakshmi represents luck ue and all virtues 


are attributed to her. She is said to dwell wath vactorious 
kings and wath those who are rightful and truthful. She 

is also said to have dwelt with Asuras, but as they lost all 
their virtues, she went over to Indra ven Side by side 

with glorious epithets and attributes associated with Lakshmi, 
her unsteady nature is often stressed. She is the basis for 
the later concept of eight Lakshmis, that as, Astalakshmis 
namely, Danalakshmi, Dhanyalakshmi, Dhaixryalakshmi, Saurya~ 
lakshmi, Vidyalakshmi, Kirtilakshmi, Vijayalakshm2 and 
Rajyalakshmi. This Astalakshmi concept represents indepen 
dent evolution of the cult of Lakshmi. Elephant is signi~ 
facantly associated with Lakshmi in her representation a& 
Gajalakshmi or Abhishekalakshmz. The Matsya Purana Vee 
mentzons Gajalakshmi bathed by two elephants, should carry 
Sri-phala and lotus in her hands. She as of golden colour 
and seated on the lotus. The Chaturvarga mee mentions that 
Lakshmi should have lotus in her hands, a lotus garland 

and elephants bathing her. Her association with Vishnu as 


his consort and as residing in his chest are the most 


conspicuous features of Vaishnava thought and religion. 


The Salparatna Ve describes two types of Lakshmi, 
of two or four armed. The two armed figure accompanying . 


Vashnu should have bila fruit in the right hand and lotus 


in the left hand, whereas the four armed goddess \e2 MABRY 


have the same objects in her hands as represented in 
Vishnudharmottara, the lotus in the two hands and the re= 
maining ones to be held in varada and abhaya mudras tab 
All the texts describe her as well dressed, decked with 
various ornaments, having such physical traits as fully 
developed breasts, a narrow waist and heavy buttocks indica= 


tive of radiant and healthy motherhood wherein laes the 


real beauty of a female. 


Lakshmi is usually, sean on the gateways or 
entrances of the garbhagriha of the temples. Description of 
the palace of Ravana, in the Ramayana, mentions Lakshmi as 
depicted on the gateway of the palace, standing on a lotus 
and bathed by elephants rei She appears also an the 
railings and gateways at Barhut, Bodhagaya and Sanchi 
datable to 2nd-ist century B.C. One of the female fagures 
at Barhut standing front with even feet and holdang some 


flower with raised right hand is labelled as Sirimadevata ee 


Gajalakshmi or Abhisekalakshmi is very common,from 
about 200 B.C. to modern times. This form is well known, 
both in the North and in the South. She is usually repre- 
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sented at the entrances of the lantels » Sculpture=-s of 


Gajalakshmi seated on lotus with elephants holding water 


° 
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vessels are found in the panels, on the top of the pillars, 
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in the Caves of Badami Chalukyas in Bijapur Distract, 


Karnataka. 


According to the Vishnudharmottara, the elephants 
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represent fertility » the elephants suguyest royalty and 


hence the main fagure symbolises Rajyalakshma and she as 
bathed by the elephants which signifies Rajyabhaseka Mee 
The presence of the lamps indicate that she is the Lakshma 
of the house, Grihalakshmi, who dwells in the auspicious 
lamps of the house. Sri-Lakshmi and Gajalakshmi are favourate 
motifs appearing on the gold coins and the seals of the 
Gupta period. On the Gupta coins, Sri-Lakshmi has been 
represented in various ways. The Standard type being those 
seen on Samudra Gupta's coins ue, which represent the 
goddess as seated on a high backed throne, holding a fillet 
in her out stretched right hand and a cornucopia, the symbol 
of fertility, in the left and her pendant feet resting on 
a circular mat. The Abhisekalakshmi type occurs also on the 
134 


coins of Sasanka and Yaya - She is also very common on 


the seals of the Gupta period. 


The Markandeya Purana as speaks of Lakshmi as 


the presiding deity on the eight treasures recounted as 


Padma, Mahapadma, Makara, Kachchhata, Mukunda, Nila, Ananda 
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and Sanka. Lakshmi, partacularly as the goddess of wealth 
and trade, the most important means of acquiring wealth, is 
remarkably depicted on a unique seal of the Gupta period, 
from Basarh uae. The Gupta inscriptions are the farst epi- 
graphic records which mention Srilakshmi's union with Vashnu. 
The Junagarh inscription of the time of Skanda Gupta nat, 


refers to Vishnu as oné who is the permanent abode of 


Lakshmi. 


Lakshmi 1s found in the sculptures in the company 
of Vishnu, evidently in the role of his wife, as Lakshmi-= 
Narayana, Lakshmi-Narasimha and Lakshmi-Varaha ete. In, 
these, she usually sits on the left lap (thigh) of her Lord. 
Her right hand is placed round the neck or waist of the 
Lord and in her left hand, she holds a lotus by its long 


stalk. 


Sculptures of Vijayanagara period, depicting 
Lakshmi, Gajalakshmi, Lakshmi-Narayana and Lakshmi-Narasimha, 


from Hampi are described, 


A beautiful sculpture of Lakshmi (S1.No. 124) 
which as exhibited in the Archaeological fuseum, Kamalapur. 
She is seated in padmasana on a pancharatha pedestal. She 


has four arms, holds a lotus bud wath stalk in her upper 


right and left hands while the lower right hand is in 
abhayamudra and the lower left hand is in varadamudra. 

The srivatsa mark is seen on her open palms. She wears 

long kivitamukuta, Gar rings, necklaces, hara with central 
pendant, kuchabandha, waist-girdle, anklets and loose anklets 
and also finger rings and toe rings. The folded drapery is 
seen hanging on the front portion of the pedestal, At the 
back are provided pilasters with prabhavali which is 
broken and missing. The nose of the deity is chipped off. 
This sculpture is acquired from the Anantasayana temple of 


Anantasayana Gudi, Village, near Hospet. 


A sculpture of Lakshmi (S1.No. 125) is depicted 
on a pillar in the Northern Entrance of Hazararamaswamy 
temple at Hampi. Lakshmi is seated in padmasana on a pede- 
stal, She has four arms, holds a‘lotus bud wath stalk in 
her upper right and left hands while the lower right hand is 
held in abhayamudra and the lower left hand is held in 
varadamudra. She wears a kiritamukuta, ear rings, necklace 
wath pendant in the centre, waiste-girdle, wristlets, armlets, 


and anklets. The drapery is seen coming upto the feet. 


A sculpture of Gajalakshmi (Sl.No. 126) is depacted 
on a lintel of North Entrance of Hazararamaswamy temple, 


at Hampi. She is seated in padmasana on a pedestal, She 


has four hands, the lower right and left hands are held in 
abhaya and varada mudras while the upper right and left hands 
hold sankha and chakra respectively. She wears a kiritamukuta, 
kundalas, necklaces, hara, waist-girdle, sari and other 


usual ornaments on the body. 


Two elephants are shown standing on eather side 
of Lakshmi, with their trunks raised upwords and holding 


pots in their trunk. 


A stylised makaratorana with kirtimukha at the top 
is beautifully and delicately carved, The foliage issuang 


from the mouth of kirtimukha is also beautifully presented. 
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(h) MAHISAMARDINI 


The worship of the female aspect can be traced in 
India, as in many ancient countries of the world, to a very 
remote past. Many scholars have suggested that the Cult of 
the Mother Goddess existed in some form or the other among 
the early Indus Valley people. Terracotta images of the 
goddess have been found in the course of explorations and 
at excavated sites of the period. Mackay is of opinion that 
they ' were kept almost in every house in the ancient Indus 
cities, probably in a recess or on a bracket on the wall ! 196 


The early Indus Valley setters appear to have worshipped 


her in her aniconic form. 


One of the most popular goddesses of the Hindus, 
Durga-Mahisamardini is worshipped annually in the autumn, 
in the second half of the month of Asvina, particularly in 
the North-Eastern provinces of the country. Her clay idols, 
representing her as vanquishing the Buffalo-Demon, are in 
stalled on the seventh day of the bright half of the month 
and immresed in ponds or rivers amidst blows of conches on 
the tenth day. Images of the goddess, Durga, representing 
her in both the terrific and the benign aspects, are met wath 


all over the country. 


The evolution of the Durga images was mainly due 
to the wide prevalence of Saktasm, that is, the worship of 
Sakti or Siva's spouse under various names, of which Devi, 
Duygga and Kali, are best known 139" Durga became the 
Supreme object of adoration in the Sakti Cult and had a 
number of names given to her an subsequent laterature, The 
goddess Durga, destined to attain a significant postion in 


due course, does not find mentioned in the Rig-Veda va 


However, in the Vajasaneyi Samhita et that Ambika is 
described as the saster of Rudra and later on came to be 
regarded as the Great Mother. Uma and Parvati occurs 


as names of Siva's consort in the Taittiriya Aranyaka ee 


and the Kena Upanishad uae She is also called Uma in the 


Bhismaparvan hymn of Arjuna Vee and the Virataparvan hymn 
of Yudhisthira, who granted victory, and Mahisamardini, who 
killed the buffalo-demon. She is also given the later 


familiar epithets of Kumari, Kali, Kapali, Mahakali, Chandi, 


Chamundi, Katyayani, Karala, Vijaya etc., 


Markandeya Purana net mentaons Durga, more parti-~ 
Cularly her Nahisamardini aspect and her exploits. She is 
raised to supreme position, though she continued to be a 
minor divinity in the famous Devi Mahatmya. Her names are 


glorified in other Puranas too. Battles between Durga and 


if 397 


the demons, including those with Mahisasura, have been 


described in the Mahisamardini Stotra of the Tantras 146. 


and the Sanskrit poems of Mayura it, The story of the 
Durga-Mahisasura combat is found an various Puranas like 


148 and the Vamana ae The gast of all the 


the Varaha 
different versions is that a battle ensued between the goddess 
Durga and the buffalo=demon, in whach the later was defeated 


and slain by the goddess. 


Devi Mahatmya in its section of Markandeya 
Purana eae a work of Sth-6th centuries A.D., gives more 
details. ' The gods having been defeated and expelled from 
the spheres of their power by the demons who were headed by 
the gigantic Mahisasura, the powerful demon of invincible 
strength and who had assumed the shape of a great buffalo, 
invoked the help of the gods, Vishnu and Siva, against the 
tyranny of the leader of the demons. To fight against 
Mahisasura, all the gods spared their attributes, Siva gave 
her his trident, Vishnu his discus, Varuna a conch shell and 
a noose, Agni a spear, Maruta a bow and a quiver filled with 
arrows, Indra his thunderbott, and a bell from his elephant 
Airavat, Yama a rod, Prajapati a necklace of beads, Brahma 
an earthen pot (kamandalu), Kala a sword and shield, Visvaq= 
karma a highly polished axe, weapon of many shapes and armour, 


Haimavat a lion to ride on, Kubera drinking cup full of wine 


and Sesa gave a serpent necklace adorned with large gems. 
Fully equipped with the above weapons given to her by various 
gods, she gave an exceedingly frightful fight agaan and 
again, engaged the enemies of gods, vanquished them and 
overpowered the asura Mahisa by kicking him on his neck with 
her foot, pierced his body with the sula or trident, when 
from the upper part of it issued forth the demon whom she 


slew thereby gave redress to the gods ', 


The various texts differ mainly with regard to 
the number of arms of the goddess should have and the differ= 


ent kinds of weapons she should be weilding. The texts like 


Abhilasitarthachintamani Apt. the Matsya Purana ae the 


Silparatna 3 and Rupamandana a assign her only ten arms 


whereas the Vishnudharmottara Purana oon the Varaha Purana 136 
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the Chandi Kalpa and the Visvakarma Silpasastra 


prescribe her as many as twenty arms. The Agni Purana ee 


160 


the Rupavatara » gave both the varieties whereas Vamana 


161 


Purana » endows her with eighteen arms. 


According to Banerjea 162 the sculptural repre~ 


sentations of Mahisamardini can hardly be dated before the 


Gupta period. Some miniature stone figures unearthed at 
163 


Bhita » are a few of the earliest summary representations 


of this aspect of the goddess, But an early terracotta 


plaque of this catagory from Karakota has been dated to 
Ist century B.C. to ist century A.D., whach is preserved 
-an the Museum at Jaipur oe Apart from this, discovery 
of quite a number of figures of Mahisamardini of Kushana 


165 and Besnagar 166 indicates its 


period from Mathura 
prevalence earlier to Gupta period. The sculptures of 
Mahisamardini found in North India, have been illustrated 


by Bhagwant Sahai in his work ae 


Numerous but interesting Mahisamardini images have 
been found in different parts of South India also 168 some 
of them even excelling the North Indian examples. The 
Mahisamardini images from Badami 169 Aihole iis are the 
earliest representations of this group. The sculptures of 
Mahisamardini from Badami, is four armed, engaged in slyaing 
the demon in animal form, by piercing the tradent and lifting 
the hind part of the animal by its tail which may favourably 
be compared with the early images of North India. She is 
also accompanied by her mount, lion. The sculptural repre=- 
sentations of Mahisamardini, engaged in combat with the 
buffalo-demon in Mahisasura Cave at Mahabhalipuram, in Tamil 
Nadu and an the Kailasanatha temple at Ellora in Maharashtra, 
are not mere stone renderings of this puranic story byt also 
the maving picture of a living battle, every line, every 
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shade, creating the illustration of that stirring conflict 


In the opinion of Coomaraswamy ae ' It has a decided 


elegance, and one of the masterpieces signifying the high 
water-mark of Pallava Art, carved in high relief on the wall 
of NMahisamardini Cave, it does not simply represent the 
killing of the demon by the goddess, rather it introduces 
two armies, one of the goddess and the other of the buffalo- 
demon. No such forceful representation of this goddess is 


to be found in the North India images '. 


The sculptures depicting Mahisamardini of the 


Vijayanagara period, from Hampi are described below, 


A sculpture of Mahisamardini (S1.No, 127) whach is 
exhibited in the Archa@ological Museum, Kamalapur. She is 
shown piercing the Mahisha on its head. The demon is also 
shown in the form of Mahisha. Mahisamardini has & eight arms, 
holding trisula with long stalk, sword, chakra, arrow, sankha, 
bow and shield, She is wearing short kiritamukuta, circular 
ear ornaments, armlets, hara and lower garment. She is pre= 
ssing the Mahisba with her left foot also. She has canine 


teeth also. 


Another sculpture af Mahisamardini (Sl.No. 128) 
whach is also exhibited in the Archaeological Museun, 
Kamalapur. Mahisamardini is killing Mahasasura. She has 


@ight arms, holding trisula, sword, chakra, bow, shield and 


sankha. The left hand holding the hairs of Mahisha, in 

the human form who is coming out of the Mahisha'’s neck which 
is fallen below. The sword of Devi has pierced Mahisha 

at the back. She is wearing a long kiritamukuta, ear orna= 
ments, haras, wristlets, armlets, waist-girdle, loose 


anklets, 


One more sculpture of Mahisamardini (S1.No. 129) 
which is also exhibited in the Archasological Museum, 
Kamalapur. She is shown standing in dvibhanga posture on a 
pedestal, Her right leg placed firmly on the pedestal and 
her left leg raised upwords and placed on the neck of Mahisha. 
Parts above the waist of the deity is broken and missing. 

She wears a waist-girdle with central tassils, vanamala with 
central crest, anklets and loose anklets. Trisula is seen 
placed on the back of the Mahisha. In this sculpture is 
seen that Mahisasura is coming out of the anus of Mahisha.o 


The lion is shown in the front by the side of Mahisa'’s head, 
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(i) NAGA AND NAGGING 


The practice of worshipping the serpent (Naga) 
is very primitive in India and it has also some Vedic 
association. The Nagas have played a significant role in 
the history of Indian art and religion. AS early as the 
3rd milliennium B.C., the appearance of effigies on the 
seals of Harappa and Mohenjodaro, the two chief centres 
of the early Indus Civilization, attests to the antiquity 
of Naga Cult. The wide distribution of Naga figures and 
Nagini figures, belonging to different periods, throughout 
the length and breadth of the country, suggests the high 
esteem in which the Nagas were held and also indicates the 
wide prevalence of the Naga worship. Nagas are being worshi= 
pped even these days, particularly on the day of Nagapanchami, 
falling on the fifth day of the month of Sravana every year, 


when offerings of milk and parched grains etc., are made. 


The Epic and Puranic account about the Nagas being 
the sons of Kadru and many other myths associated with these 
leave little doubt about the fact that popular imagination 
was one greately excited. The Nagas, the offsprings of the 
poisonous snakes, are said to have born from Kasyapa by 
Kadru, mentioned as the mother of all the snakes in the 


Mahabharata NaS In the Sundarakanda of Ramayana coe it is 


Surasa who is said to have been the mother of the snakes. 
These Nagas as they dwell in the depths of the waters ee 
and inhabit the underground are regarded as ruling over the 


176 known as the Nagaloka. 


nether world, that is, patalaloka 
There are also mythical Naga folks, half-human and half sere 
pentine in form, whose evolution not yet traced, Their 
women, that is, Nagakanyas or Nagini, are believed to be 
possessed of bewitching beauty having weakness for human 
males from whom they often married, The Nagas are also ree 
garded as the guarians of the jewels and the treasures, 


They are also known to be the originators of several dynas= 


ties of kings not only in India but also in Egypt etc. 


According to Banerjea et the Rig-Vedic Ahi-= 
budhnya, the ' serpent of the deep * representing the 
beneficent aspects of Ahivrtra, may stand for an atmospheric 
deity. Various snake gods are mentioned by names in the 


ni8 and they are associated 


Atharvaveda in different texts 
in some passages with the Gandharvas, Apsaras, Punyajanas 
etc. In the Bhagavadgita a: both Sesa and Vasuki have 
been mentioned side by side. Vasuki evidently being consi- 
dered as the first amongst the snakes and Seas as the Chief 
of the Nagas. The Amarakosa on. given both Sesa-Ananta and 


Vasuki as the names of the Sarparajas, Sesa-Ananta is spe= 


cially known as the bearer on the earth. {It is again on 


the coils of this serpent that Vishnu reposes in the 

midst of the waters of the ocean. The Sesa is also asso~ 
ciated with Boar incarnation of Vishnu as one supporting 

one of the feet of the Lord while rising from the waters !8', 
When the Ocean of milk was churned, it was Vasuki who was 
utilised as the big rope, wound round the mountain Mandara 


serving as the churner. The Nagas also occupy a honoured 


place on the body of Siva who guses them as his ornaments. 


Importance of the Nagas, both in Brahmanism and 
Buddhisim in amply reflected in the literary work and also 
in the plastic art of the country. Naga, named Muchalinda, 
offered protection to Buddha from incessent rains for over 
a week by extending his broad hood over him after his enlight= 
ment at Bodhagaya ie In Jainism also Naga appears to have 
played no mean role. The twenty-third Tirthankara, Parsva=- 
natha is distinguished by a canopy of Naga hood. In the 
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Mahabharata » the Nagas are said to be numbering in 


thousands and residing in Hogavati. The Mayamolasamgraha se 
gives details of colours and other peculiarities of some of 
the famous Nagas like Taksaka, Padma, Sankhapala and Kulika 


185 | Ananta Naga is 


etc,, According to Vishnudharmottara 
four armed, endowed with many hoods, a beautiful earth goddess 
standing in the central hood. In the right hands of the 


god are placed a lotus and a pestle, while his left hands 


hold a plough share and a conch shell. These attributes 
recall the iconographic features of Balarama or Samkarsana, 
an incarnation of Vishnu, rather identical to both. Acco= 


186 the Naga figures are of human 


rding to Silparatna text 
shape from navel upwards, their lower part being serpentine 
in form. They have encircling hoods over their heads which 
may be one, three, five, seven or nine. They should have 


two tongues and should hold a sword and shield in their 


hands. 


Balarama has been conceived of as an incarnation 
of the cosmic serpent Sesa or Ananta VEE and as such his’ 
head is said to be weathered with snakes and crowned with 
flowers nee, According to Ahirbudhynaya Samhita sa? Ananta 
is mentkoned as Balarama in the place of Vishnu. According 


m8 the mythological Baladeva developed from a 


to Vogel 
Naga Lord, was an agricultural deity and so were the 
Nagas, who were intimately assoicated with water. Besides 


the figures of Balarama have snake hood over the head ine= 


dicating undoubtedly the snake connections of the deity. 


Typologically Naga figures can be placed under 
three broad divisions (i) Theriomorphic (ii) Anthropomorphic 
and (iii) Terio=Anthropomarphic representations. The 
Nagakals (snake-stones) are found in large numbers in South 


India '7'* The worship of Naga is believed to bestow 


fa 
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affesprings to the childless women. The Nagakals show a 
considerable variety of patterns We. The simplest and 
commonest type exhibits a single cobra standing as it were 
on the tip of its tail and curling upwards with extended 
hood. The snakes are either of single or many hoods. A 
somewhat more elaborate type of the Nagakals show a pair 


ar apparently 


of cobras inter-twined in caduceus fashion 
in the act of copulation. In some cases, the entwined snakes, 
are very artistically treated, in such cases only one of 

two cobras presumably the male, is shown with expanded hood. 
Sometimes single-hood snake will have a ornamentation over 


the hood or some contain a linga 194 


The sculptures depicting the upper as half-female 
the lower half-serpentine are called snake goddesses Nagini 
or Mudama. Such type of figures are numerous in South India. 
Nagini over her head, wears the usual hood formed of single, 
three or seven snake heads. Sometimes, she wears kiritamukuta 
ever her head; she holds both her hands joined in the fashibn 
of anjali mudra and in each arm she has a baby snake. Some= 
times, she holds a sword and a shield in her bands and two 


more snakes accopany her standing one on either side Lar 


Sculptures of Nagas and Nagini from Hampi are 


described as follows:- 
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A stone slab depicting Naga with cradle (Sl.No. 130) 
which is exhibited in the Archaeological Museum, Kamalapur. 
Three hooded Naga, shown standing on its serpentine tail, 
under a chatra. On the left side is shown a single hooded 
Naga standing on its taileend. On the right side is depicted 
a cradle with animal probably cat with its left paw 
raised . This sculpture depicting Naga with cradle and a 
cat is indicative of the prevalence and popularity of Naga 


worship as a fertility-god, during the Vijayanagara days. 


Another stone s®lab depicting entwined Naga 
(Sl.No. 131) which is also exhibited in the Archaeological 
Museum, Kamalapur. The granite slab depictad two nagas, one 
five-hooded and the dther single-hooded Naga, entwined 
which indicates the Naga worship assoicated with the ferti- 
lity cult during the Vijayanagara period. Both Nagas are 
shown standing on their tail ends and entwined. The five 
hooded one, probably represents the male and the single=- 


hooded one a female Nagini. 


A sculpture depicting Nagini (Sl.No. 132) exhibited 
in the Archaeological Museum, Kamalapur. Nagini is shown 
standing on its tail-end under the canopy of seven hoods 
spread. Portion above the waist is of a female and below 


the waist is serpentine. She has two hands, which are held 


TY ae 


in anjali mudra. She wears a kiritamukuta, kundalas, necklaces 
haras, armlets, waist-girdle with tassels and frills hanging 

on either side. Two single-hooded baby Nagas are also seen 

in her two arms. The sculpture of Nagini under seven 


hoods is beautifully carved and well presented. 


Another scuapture of Nagini (S1.No. 7133) which 

is also exhibited in the Archaeological Museum, Kamalapur. 
Nagini shown standing on its tail-end. Portion above the 
waist is of female and the portion below the waist is of 
serpentine, She has two hands, the right hand holds a short 
sword and the left hand holds a round shield. She wears a 
short karandamukuta, kundalas, necklaces, and other orna= 
ments. Two baby Nagas are depicted on either side of the 


Nagini. The sculpture is not so well finished, 
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The Saiva devotees are called Nayanars while the 
Vaishnavite saints are called Alvars. There are sixty=three 
Nayanars and tweleve Alvars. The idols of these devotees 
are occasionally installed in the temples, their images 
being made either of metal or stone or gems. Among the 
Sixty-three Nayanars, the most famous Nayanars are Appar, 
Sundarar and Tirujnanasambandar., These devotees, whose 
images enjoined to be set up for wbrship in temples, were 


Bhaktas or acknowledged devotees. 
a 


These devotees may be set up either in separate 
temples, that is, svayam~pradhan or in the temples of some 
deity whose devotee the bhakta happened to be. The temple 
of Kannappa Nayanar, the junter=saint, at Kalahasti and of 
Kulasskhara Alvar at Mannarkoyil near Ambasamudram are the 
instances of the first group. The well known sixty~three 
Nayanars and tweleve Alvars are seen quite frequently in 


Saiva and Vaishnava temples in South India. 


The anga or dependent class of bhaktas or devotees 
are to be set up near the place where vanes (flower gardens) 


for the use of temple are made, whereas svayam-pradhana or 


independent temple of devotees may be constructed on the top 
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of a hill, on the bank of river, in vanas and in gramas as 
per rules laid down in the Agamas. These devotees may be 
represented by anthropomorphic forms or in the case of Saiva 
bhaktas or devotees, as Sivalingas or occasionally also in 
the form of Siva himself; whereas in the case of Vaishnava 
bhaktas or devotees, that is, Alvars, they are generally 
represented as actual human beings just as they appsared 
when they were living. These images may be made of stone, 
metals or gems, They may be carved in relief or in round, 
They may be sculptured according to the ashta-tala measure 
either as standing or as seated in padmasana or a simhasana. 
They may be sculptured with or without a tuft of hair on 
their head; if they are shown with a tuft it should be 
neately done up in a knot on the top of the head; if they 
are not to posses a tuft of hair, their head should be 

shown as clean shaven. They may be made to carry in their 
hands any object which is generally associated with them 


or they may have their hands held in anjali pose or as 


signing, dancing or doing puja. 


The following are the lists of the Saiva and 


Vaishnava saints or devotees of South India. 
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(a) NAYANARS = SAIVA eyelet 


1. Tirujnanasambandha Brahmana Temple Priest Syiyali 
(Tanjore) 


2. Tillai Brahmana " 8 Chidambaram 
3. Kalaya Nayanar " " Tirukkadavur 
4, Muruga Nayanar n tt Tiruppugalur 
Se Rudra-Pasupari us e 
6. Sirappuliyar " a 
7. Gananthar " n 
8. Pusalar " 
9, Chandesar ” Seynalu 
10, Somasimarnar a 
11. Naminandiyar * Emapperur 
12. Appuriyadigal % Tingalur 
13. Nilankkar 9 Tirchchatt~ 
mangai 
14. Sundaramurti | " Tiruvennai~ 
allu 
15. Pugalttunaiyar Amatya 
16. Situttondar e Tiruchcheng= 
‘ attangudi 
17. Koe-Chchengannan Crowned Monarch 
18. Pugalchcholar " 
19. Arunmaniya * 
20, Idangaliyar " 
21. Nedumaran * 
22, Seramanperumal i Tiruvanjaie 
kkalam 
23. Narasingamuniariyar Ruling Chief as Ruling with 
Kshatriya Tirukkovalur 


as his capital 


24. Kurruvar si 
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26.6 
27. 
28. 
29. 
30. 
31. 
32.6 


33, 
34, 
35. 
36 6 
37 
38. 
39. 
40. 
41. 


42. 
43. 
44, 
43. 
46. 
47. 
48. 


49. 


30. 
316 
52.6 
53. 


Kalarechingar 


Meyapporular 
Aiyadigal 
Karaikkalammaiyar 
Murtinayanar 
Kalikkamanar 
Amarnidiyar 


Iyarpagai. 


Murkkanayanar 
Sruttunaiyar 
Vayilar 

Kotpuliay 
Saktiyar 
Arivattayanar 
Tlaiyangudimaranar 
Sakkiyar 
Manakkanjarar 


Viran-mindar 


Munaiyaduvar 


Eyarkon-Kalikkamanar 


Ruling Chief 
as Kshatriya 


i 

tt 
Vaisya 

ub 

tt 

Lid 


i 


Vellala 


et 
" 
" 


Tirunavukkarasu Appar " 


Tirumular 
Anayar 
Tirunilakandar 


Tirunilakandattu 
Panana 


Atibattanayanar 
Kannappa Nayanar 
Enadinayanar 


Nesanayanar 


Cowhered 
4 


Potter 


Panan 
Fisherman 
Hunter 

Toddy Drawer 


Weaver 


Karaikkal 
Madurai 


Palaiyarrari 


Kaveripuma 
ppatina 


Kanamangai 
Tlaiyangudi 
Kanianur 


Tirchcheng= 
nurur 


% 


Perumangalam 
Tixuvamur 
Sattanur 
Nangalavur 


Chidambaram 
Tiallai 


Nagapatanam 
Kalahastti 


Kampili 
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54. Tirunalaippovar 


Nandanar Paraian Field Ananur 
55. Tirukkuriputtondar Washerman Kanchi 
56. Kaliyanar Oil monger 
57. Kulachchiraiyar Prime Minister to Manamere 
Pandya king kudi 
58. Milalalikkurmbar Kurumban Milalai 
59. Dandiyadigal Tiruvarur 


60. Kanampullar 

61. EmBbattar. 

62. Kariyar 

63. Sundaramurti Brahmana Tirunavalur 


(b) ALVARS = VAISHNAVA DEVOTEES 


Sa SSS SSS SSS SSS SSS SS SSS 
a Se eee ee Se pe a 
sO wee ae eee 
1. Periyalvar Brahman Making Flower Srivilli= 
(Vishnuchitta) garlands puttur 
2. Andal(Goda~Woman) © " " 
3. Poygaiyalvar % Yogi Conjeevarm 
4. Peyalvar " " Mayalpore 
5, Bhutattalvar s a Mahabalipuram 
6. Nammalvar Sudra uy Tiruvali 
(Satakopa) Tirungari 
7. Tirumangaiyalvar Robber Robber Tiruvali 
8. Tondaradippodi-= Brahman Making Flower Mandangudi 
yalvar garlands 
9, Tiruppanalvar Panana Singing Uraiyur 
10. Madurakaviyalvar Brahman Serving Tirukkolur 
11. Tirumalisaiyalvar " Yogi Tirumalisai 
12. Kulasekharalvar Kshatriya Crowned Tiruvanjai~ 


Monarch kalam 
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Apart from sixty-three Nayanars, many more Saiva 
devotees or saints were known like Sundaramurti Nayrmar, 
Manikkvachakrar, Karuvurtterver, Kandeesdittar, Tirumali- 
gaittevar, Sendanar, Chediyarayar, Purushottamanambi, 
Tiruvaliyamudanar, Punduruttikandanambi, Mayanadevar and 
others. That is why we see in many Saiva temples more than 
sixty-three devotees and the number of devotees can not 
be limited. Similarly, in Vaishnava temples also are seen 
often more than twelve Alvaras. The additional ones are 
of subsequent acharyas like Ramanuja, Manavalamamuniga I, 
Venktanatha Desika etc. Since Kulasekharalvar’, was @ 
Crowned Monarch, he should have a mukuta on his head. He 
became a staunch devotee of Vishnu and became one among 
the twelve Alvaras,. Likswise, Kannappa Nayanar o who was 
a hunter, became a staunch devotee of Siva. Another devotee 
namely Apparsvamigal, is at once recognised by a staff 
with a rectangular metallic piece, at its end, intended for 
removing grass grown in the temple premises, for, he had 
undertaken to do that service in all the temples he visited 3. 
Tixumangai can easily be identified by the sword and shield 
in his hands a and Manikkavacharar by the book in his left 


hand 2 


During the days of Ramanuja, people were awing 


slaves and that the latter had their names tattooed on their 
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chest in token of their condition. Some a sold themselves 
to others as slaves in times of famine and had become prae 
ctically members of the family of their master; in other 
words the slaves became the bhaktas or devotees of their 
masters, As concrete instances of this custom, we might 
point out the life size images of Vijayanagara kings like 
Krishnadevaraya and his queens, Chinnadevi and Tirumaladevi 
(Sl.No. 134) and Venkatapatidevaraya, which were set-up in 
the temple of Lord Venkatesa on the Tirumala hill at 
Tirupati, in Andhra Pradesh. These were apparently set up 
in their life time as the paleography of the writings on 
their chests indicates, These devotees of Lord Venkatesa 
inscribed themselves as the bhaktas of the Lord of Tirumalai 
and thereby bound themselves to do everything for the welfare 
of the temple and in testimony whereof they seem to have 
caused their names engraved on their chests, so that the 


images might be worshipping their own favourite Ged Venkatesa. 


The plaster cast life size portraits of Emperor 
Krishnadevaraya and his two queen-consorts Chinnadevi and 
Tirumaladevi, are shown standing on individual pedestal, 
désplayed in the Archaeological Museum, Kamalapur (S1.No0.134). 
The original ones are made of bronzes and installed at the 
main entrance gateway of Venkatesvara temple at Tirupati, 


in Andhra Pradesh. 
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Krishnadevaraya is shown standing in samabhanga 
posture on a Square pedestal. He has two hands which are 
held in anjali mudra, He wears a long kullay ( a typical 
conical cap used by the Vijayanagara kings ) on the head, 
necklaces, armlets, wristlets, waist-girdle with frills 
and tassels hanging on either side, dhoti and anklets. 

He has moustach. On the left chest, his name is engraved 


in Kannada characters as ' Sri Krishna Maharayaru ° 


On the left side is shown Chinnadevi standing in 
tribhanga posture on a pedestal, She has two hands which 
are held in anjali mudra, Her hair is tied up with a knot 
on the back of the head, She wears ear rings, necklaces, 
hara, armlets, wristlets, sari and other ornaments. On the 
right chest, her name, ' Chinnadeviyaru * is engraved in 


Kannada characters, 


On the right side is shown Tirumaladevi standing 
in tribhanga posture on a pedestal. Her hands held in 
anjali mudra. She wears ear rings, necklaces, hara, sari 
and other ornaments, On the right chest, her name, 


° Tirumaladeviyaru ' is engraved in Kannada characters. 
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The Vijayanagara empire with its capital at 
Hampi, Hospet Taluk, Bellary District of Karnataka, was 
founded by Harihara I and his four brothers Kampa, Bukka, 
Meddappa and Marappa of the Sangama dynasty around A.D. 1336. 
It was founded to preserve Hindu dharma and culture and 
check the onslaughts of Islam into South India. True to 
its proclaimed goal of preservation of Hindu religion, 
social order and culture, the rulers of the Sangama dynasty, 
the Saluva dynasty, the Tuluva dynasty and their feuadato~ 
ries strove not only for the substenance of political 
freedom but also for the preservation and popularisation 
of Hindu religion, art, literature, architecture, painting 


and everything connected with Hindu life. 


Among the Sangama monarchs, the best known was 
Devaraya II, who ruled from about A.D. 1424 to 1446, since 
his reign saw record achievements in the fields of art, 
architecture, literature and economic prosperity. His court 


was visited by the Persian Ambassador, Abdur Razzak in A.D. 


' and the Ittalian traveller Nicolo-dei-Conti in circa 


A.D. 1420 = 21 ae According to Abdur Razzak, * the city of 


1443 


Bijanagar (Vijayanagara-Hampi) that the pupil of the eye has 


never seen a place like it, and the ear of intelligence has 


never been informed that there existed anything equal to 


it in the wortds?. 


The Sangama dynasty was followed by the Saluvas 
whose first representative was Narasimha I, who ruled from 
A.D. 1485 to 1491. He encouraged trade and commerce parti~ 
Cularly with the Arab countries, Here, what Nuniz says of 
him in this regard is worth quoting, * He, Narasimha I, 
caused horses to be brought from Oromuz and Adeem (Adeen, in 
Persian Gul) into his kingdom and thereby gave great profit 
to the merchants, paying them for horses just as they asked, 
he took them dead or alive at three horses for a thousand 
pardaos, and of those that died at the sea they brought him 
the tail only and he paid for it just as if it had been 
alive ! ar It is interesting to note that such scenes of 


horses as being sold by foreigners can be often seen in the 


sculptured friezes at Hampi. 


The Saluvas were followed by Tuluvas. Among the 
monarchs of Tuluvas, Krishnadevaraya was the greatest emperor 
and his reign from A.D. 1509 to 1529, was the most prasperous 
in South India. His magnificent court was visited by 
Portuguese traveller, Domingo Paes . (A.D. 1520 = 22) , 
whose account throws much light on the artistic achievements 
and economic prosperity of this period, He built many temples, 


palaces, etc., of artistic interest among which may be named 
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the Krishna temple, the Mahanavami Dibba, the gigantic image 
of Lakshmi-Narasimha, the Badavi Linga, the House of Victory 
at Hampi, He was also responsible for expansion and further 
embellishing of the earlier works as can be seen in the 
Vitthalaswamy temple, the Hazararamaswamy temple and the 
Virupaksha temple at Hampi. These depict a wealth of scul- 
ptures on a variety of subjects. In the fateful battle of 
Rakkasa-Tangadi, which is popularly known as Talikota in 
A.D, 1565 a Aliya Rama Raya was beheaded and Sadasivaraya 
Survived this catastrophe but shifted the capital from 

Hampi (Vijayanagara) to Penukonda and again to Chandragiri, 


in Andhra Pradesh, 


The battle of Rakkasa-Tangadi, was so fatal and 
a finishing blow to the Vijayanagara empire, that it could 
never rise again to its former position, though it lingered 
on for some more years under the Aravidu kings. But the 
matropolis Vijayanagara, that is, Hampi, became a mass of 
ruins for ever and this misfortune was further aggravated 


by the thieves, robbers and marauders who preyed upon it. 


The Sculptural Art of Hampi (Vijayanagara) period 
as in the past, was influenced by the historical factors like 
the centuries old traditions, literary works as the Vedas, 


Puranas, Epics, Canons of Iconography as codified in the 
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various Agamas etc., all of which formed the very basis of 
sculptural activity. The Vedas, Puranas, Mahabharata, 
Ramayana, Bhagavata and other religious works provided 
themes for the Vijayanagara sculptures to carve on stone 
and other medias like metal etc. The minor religious cults 
and their practices have also sometimes been represented in 
the sculptures as seen in Matsyendranatha, hata=yogis, 
Bhairava, Veerabhadra, Kali, Diagramatic Linga, etc., and 
in later days, the sculptures of Vaishnava Alvaras and 


Saiva Nayanars became very popular. 


The types -of sculptures that were produced during 


the period of A.D, 1336 to 1565 at Hampi were varied. 


The sculpture of Siva in various manifestations 
both Ugra and Saumya forms, and also in symbolic represen= 
tations form an important group. His associates such as 
Ganesa, Nandi, Karttikeya, Veerabhadra, etc., are also 


seen in good number. 


Next popular group is of Vishnu with his various 
incarnations, both major and minor including Seshasayi 


Vishnu and others. 


The next important ones are of Jaina. They include 


the twenty-four forms of Tirthankaras,. 
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Minor Divinities like those of Ganesa, Karttikeya, 
Hanuman, Garuda, Surya etc., are also represented, Goddesses, 
both the Saivate and the Vaishnavite, are the other commonly 
seen in various forms like those of Mahisamardini, Gaja= 


lakshmi etc, 


During the Vijayanagara period, the main stress 
was on mass and variety in their creations, sometimes 
not strictly adhering to the established canons, proportions 
etc., probably master sculptors were not employed all the 
time and probably for that reason some of the sculptures 
were left un-finished, But generally they are always well 
proportioned as seen in the most of the sculptures carved 
even in granite stones whereas the sculptures prepared in 
black granite or green chlorite schist are better carved 
and finished with more details of decorations, expressions 
etc., and these were probably executed by the master 
sculptors. Such of them were generally meant to be the 


main deities of the temples. 


The Vijayanagara sculptures are generally less 
ornate when compared with thase of the Hoyasala, irrespective 
of the media in which they were executed, Sut they normally 
followed the texts and traditions. The sculptures of Hampi 


(Vijayanagara) which are generally massive are not without 


vitality and force, The sculptures are more stylised, 

bold in depiction and execution but balanced in conception 
and execution. The anatomy of the figures produced by the 
Vijayanagara sculptor is still an ideal one as embodied in 
the scriptures of the Hindu canons as conceived and executed 
during the earlier schools of sculpturing. They are yet 
Glose enough to nature and carry the spark of life to 
convince. On the whole, the achievements of the Vijayanagara 
sculptors are simply admirable and thrilling to the 


beholders. 
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GLOSSARY 


1. Abhaya mudra a gesture made with raised right hand 
Signifying protection. 


26 Abhiseka coronation 
3. Akshamala rosary of beads. 
4. Alida mudra an archer's posture, the right knee being 


kept in the front and left stretched in 
attitude of shooting. 


Se Alingana mudra an embracing posture. 
6. Anjali mudra a gesture in which the palms of the 
hands are kept close to each other with 


folded hands in adoration. 


7. Ankusa a weapon with a sharp metal hook 
attached to a wooden handle. 


8. Ardha padma decoration with half lotus design. 
9. Ardhaparyan~ a sitting posture with one leg crossed 


kasana on the seat and the other one placed 
below or hanging down. 


10. Asana seated posture 
11. Avatara incarnation of god Vishnu. 
12. Avyanga a kind of griddle worn by Surya. 


13. Ayudha purusas—personified emblems of Vishnu. 


14. Bhuta ghost. 

15. chakra discus, one of the emblems of Vishnu. 
16, Chamara fly-whisk. 

17. Chatra parasol or umbrella. 

18. Damaru small drum in the form of an houreglass. 
19. Danda Staff. 


20, Dasavatara ten incarnations of Vishnu. 


21. 
22.6 
23. 
24, 
25% 


26. 
27. 
eu. 
296 
30. 
31. 
32. 
33. 


34, 


356 
36. 


JT. 


38. 
39. 


40. 
41. 


Devi 

Dhyana mudra 
Dikpalas 
Dvarapala 


Dvibhanga 


Ekavali 
Gada 

Gana 
Ghantamala 
Jatajuta 
Jatamukuta 
Kamala 
Kamalapitha 


Kamandalu 


Kapala 


Katibandha 


Katyavalambita-standing 
hasta or mudra 


Kaustubha 


Kayotsarga 
mudra 


Khadga 


Khatavanga 


goddess, 

a posture sitting in meditation. 
guardians of the quarters, 
doorkeepers, 


a standing posture with two side 
bents in the body. 


a neck ornament with single string. 
mace. 

grotesque dwarf goblin. 

chain with bell motiff. 

matted hair. 

a coil of matted and clotted hair. 
lotus. 

lotus seat, 


an oblong water vessel with handle 
at the top and a spout. 


skull-cup. 
a girdle like rope or thread. 


posture in akimbo. 


a gem worn by Vishnu on his chest. 


an erect standing posture, 


Sword, 


a clubelike weapon made up of a bone 
of fore-arm or 1e@g with a human skull 
inserted at one end, 


42. Kichaka a demon 


43. Kinnara heavenly musician with human face 
and animal's body. 


44. Kiritamukuta an ornamental conical crown with a 
central pointed knob. 


45. Kundala ear-ring. 
46. Kurma tortoise, 
47. Lalatabimba image on the centre of lintxal of 


Sanctums door, 


4€. Lalitasana see ardhaparyankasana. 
49. Lanchana symbol. 

50. Makara crocodile, 

51. Mala garland, 

52. Mandapa hall. 

53. Matha Monastery. 

54. Modaka ambrosia, 


55. Mukhamandapa a front pavilion. 


56. Mukuta crown. 

57. Mundamala skull garland, 

58. Murti image. 

59. Naga mythical snake divinty. 

60. Nagapasa snake noose. 

61. Naramunda human skull. 

62. Navagrahas nine planets of Indian mythology. 


63. Nilotpala blue lotus, 


64. 
65.6 
66. 
67. 
68.6 
69. 


70. 


Tie 
72. 
T3.0 
74. 
75. 


T6. 
TTe 
TG. 
79.6 


80. 
81. 
82. 
B83. 
84. 


85. 


Nrityamurti 
Nrityamudra 
Nupura 
Padma 
Padmasana 
Parasu 


Parivara= 
devata 


Pasa 
Pisacha 
Pitha 
Poti 


Prabha= 
mandala 


Pranala 
Pustaka 
Sabhamandapa 


Samabhanga 


Sanghati ; 
Sankha 
Saptamatrika 
Sari 
Sarpakundala 


Saumyamudra 


dancing image. 

a dancing pose. 

anklet. 

lotus. 

a sitting posture with crossed legs. 
battle axe, 


a subsideary deity which is subordinate 
to and attendant upon the main deity. 


noose. 
goblin. 
base. 


book. 


“aim, oer er7 (4 


drain. 
poti or book. 
assembly hall. 


to stand staight without any bend 
in the body. 


drapery of Buddha. 

conch shell, an amblem of Vishnu. 
seven mother goddesses, 

lower garment of female.- 
Par-ring like coils of snake. 


benign pose. aie Sa 


B66 
87. 
8B. 


89.6 


90, 
91. 
92. 
93. 


94, 
95. 
966 


97. 


98. 
99.4 


100. 
101. 
102, 


103.6 
404, 
105. 


106. 


Sayanamudra 
Simhamukha 
Simhasana 


Srivatsa 


Sriphal 
Sruva 
Sthanaka 


Suchi pose 


Svastikasena 
Tapasvini 


Tarjanimudra 


Tarpanamudra 


Tirtha 


Tribhanga 


Trishula 


Tula 
Upasaka 


Urdhvalinga 
Urnisa 


Utkutikasana 


Uttariya 


reclining posture, 
design with lion face, 
throne with lion motiff. 


an auSpious symbol on the chest 
of Vishnu. 


a fruit in the hand of deity. 
Sacrifical spoon of wood, 
standing posture. 


hand pose with extended index 
pointing downwards, 


a meditative sitting posture. 
deity performing penances,. 


a hand pose with extended index 
upward indicating admonition. 


a hand pose presenting libation 
of waver. 


pilgrimage. 


a standing pose with three side 
way bends, 


trident. 
balance, 
devotee. 


ithyphallus. 


hair knot at the topo 


a sitting posture keeping with heels 
close to the bottom and back slightly 


curved, 


upper garment. 


107. Vahana vehicle or mot of a deity. 


108, Vajra thunderbolt of Indra. 

109. Vamana dwarf. 

110, Vanamala long garland of wood flowers. 
111. Varadamudra a hand gesture with open palm of 


right hand downwards towards the 
observer signifying bestowing boons. 


112. Vidyadhara flying angelic beina in human form. 

113. Vina a musical instrument, 

114. Yogapatta a band to tie the upleqs in yogic 
posture, 

115. Yajnopavita sacred thread, 

116. Yaksha and a class of demi-gods and 


Yakshi. goddesses, 


Te Ett He tb ee 


11. 
12. 


LIST OF PHOTOGRAPHS 


SSS SSS SSS SS Se 


Name 


Sahasra Linga 


Sahasra Linga 


Uma-Mahesvara 


Kiratarjuna murti 
of Siva 


Nandisanugraha 
murti of Siva 
Gajasamhara murti 
of Siva 

Kamantaka murti 
of Siva 

Kalari murti of 
Siva 

Tripurantaka 


murti of Siva 


Virabhadra 


Virabhadra 


Virabhadra 


Details 


Installed in a small room within 
the prakara of Virupaksha temple, 


Hampi. 


On a bed rock popularly known as 
Koti Linga near Chakratirtha,Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapur, Hospet Taluka, 
Bellary District, Karnataka. 
Acc.No. 0448. 


Depicted on a wall at the north-~ 
eastern entrance of the Virupaksha 
temple, Hampi. 


Kept at the entrance of garbhagriha 
of Mallikarjuna temple, Malapanagudi. 


Depicted on a pillar in the 
ardhamandapa of a Siva temple, 
Timmalapura, Bellary District. 


Painting on the ceiling of mukha= 
mandapa of Virupaksha temple,Hampi. 


Depicted on a wall at the main 
entrance gopura of Virupaksha 
temple at Hampi. 


Painting on the ceiling of mukha= 
mandapa of Virupaksha temple,Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapur,Acc.No. 0614. 


- da ~ Acc.Noe 0628. 


- do = Acc.No. 0202 


13. 


14. 


15. 
16. 


1Te 


i8. 


19. 


21. 


22. 


23.6 


24. 


25. 


26. 


27. 


28.5 


Mandi Virabhadra 


Virabhadra 


Virabhadra 


Uddana 
Virabhadra 


Bhadrakali 


Nataraja 


Nataraja 


Nataraja 


ea 


Vyakhyana murti 
of Siva 


Vyakhyana murti 
of Siva 


Vinadhara murti 
of Siva 


Bhikshatana murti 
of Siva 


Bhikshatana murti 
of Siva 


Ardhanarisvara 
murti 


Harihara. 


Harihara 


Installed in a small Cave behind 
Achyutaraya temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapur.Ace.No. 087) 
= da - Acc.No. 0749, 


Installed in a living temple, 
Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapur.Acc.No. 01613. 


Depicted on a pillar in the pillared 
hall of Achyutaraya temple, Hampi. 


Depicted on a pillar in the 
bhojanasala of Virupaksha temple, 
Hampi. 


Depicted on a pillar in the ardha=- 
mandapa of a Siva temple, 
Timmalapura. 


Displayed in the open air of the 
Archaeological Museum, Kamalapur. 
Acc.No. 0339. 


Depicted on a boulder near 
Kotilinga, Hampi. 


Depicted on a pillar in the under- 
ground Siva temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapur. Acc.No. O03. 


Depicted on a pillar in the mukha~= 
mandapa of Virupaksha temple, Hampi. 


Depicted on a pillar in the pillared 
hall of a Siva temple, Timmalapura. 


Depicted on a pillar in the pillared 
hall of Achyutaraya temple, Hampi. 


Depicted on a boulder near Noblesman 
Quarters near Underground Siva 
temple, Hampi. 


29. 


30, 


31. 


32. 


33. 


34. 


35. 


36 6 


3To 


38. 


39 » 


40, 


41. 


42. 


43. 


Kalyanasundara 
muxti of Siva 


Vrishabhavahana 
muxti of Siva 
Vrishabhavahana 


murti of Siva 


Gangadhara murti 
of Siva 


Gangadhara murti 
of Siva 


Sthanaka murti 
of Vishnu 


Sthanaka murti 
of Vishnu 


Asana murti of 
Vishnu 


Asana murti of 
Vishnu 


S9ayana murti of 
Vishnu 


Sayana murti of 
Vishnu 


Sayana murti of 
Vishnu 


Dasavatara of 
Vishnu 


Dasavatara of 
Vishnu 


Matsyavatara 


Painting on the ceiling of mukha- 
mandapa of Virupaksha temple, Hampi. 


Depicted on a slab, displayed in the 
Archaeological Museum, Kamalapur. 
Acc.No. 0278. 


Depicted on a pillar in the ardha= 
mandapa of a Siva temple, Timmalapura,. 


Depicted on a pillar in the mukha= 
mandapa of Virabhadra temple, 
Bukkasagara, on the way to Kampli 
from Kamalapura, 


Depicted on a pillar in the ardha-~ 
mandapa of a Siva temple, Timmalapura. 


Exhibited in the Archaeological 
Museum, Kamalapura, Acc.No. 0535 


- do = Acc.No. 01612. 


_ do = Acc.Na. 0682, 


Depicted on a pillar in the mukha= 
mandapa of Virupaksha temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura, Acc.No. U329. 


Installed in a living temple at 
Naginahalli., © 


Carved on a boulder near 
Kotilinga, Hampi. 


Depicted on a Rock Shelter near 
Hazararamaswamy temple, Hampi. 


Depicted on a Rock Shelter near 
Kotilinga, Hampi. 


Depicted on a pillar in the kalyana~ 
mandapa of Vitthalaswamy temple, 
Hampi. 


44, 


45. 


46. 


47. 


46. 


49 


50. 


Si. 


52. 


53. 


54. 


39. 


56. 


57. 


Kurmavatara 


Varahavatara 


Varahavatara 


Varaha murti 


Lakshmi-Narasimha 


LakshmieNarasimha 


Lakshmi-Narasimha 


LakshmieNarasimha 


Narasimha 


Kevala Narasimha 


Narasimha. 


Narasimha Story 


Narasimha 


Vamanavatara 


Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 


Depicted on a pillar in the 
ardhamandapa of Hazararamaswamy 
temple, Hampi. 


Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura. Acc.No. 01078. 


Monolithic Statue, Hampi. 


Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura. Acec.No. 0659. 


Depicted on a Rock near 
Katilinga, Hampi. 


Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 


Depicted on the outer wall of 
Hazararamaswamy temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura. Acc.No. 01079. 


Depicted on a Rock Shelter near 
Hazararamaswamy temple, Hampi. 


Depicted on a pillar in the Musical 
pillared hall of Vitthalaswamy 
temple, Hampi. 


Line Carving on a Boundary Stone, 
displayed in the Open Air of the 
Archaeological Museum, Kamalapura. 


58. 


59 o 


60. 
Ot. 
62. 


63. 


64. 


65. 


66. 


67. 


68. 
69. 


70. 


71. 


12. 


Vamanavatara 


Vamana-Trivikrama 


Vamana-Trivikrama 
Vamana=-Trivikrama 


Trivikrama 


Rama, Sita and 
Lakshmana 


Ramavatara 


Ramavatara 


Sravana Kumara 


Putrakamesthi 
yagna 


Jatayu falling 


Hanuman sitting 
on his coild tail 


Balaramavatara 


Rama and 
Balaramavatara 


Kalingamardana, 


Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 


Depicted on a Musical pillar 
capital of Vitthalaswamy temple, 
Hampi. 


-do- 

»~ do = 

Depicted on a pillar in the mukha~= 
mandapa of Hazararamaswamy temple, 
Hamp i. 

Depicted on a pillar in the 
ardhamandapa of Hazararamaswamy 


temple, Hampi. 


Depicted on the adhisthana of 
Vitthalaswamy temple, Hampi. 


Depicted on the outerwall of 
Hazararamaswamy temple, Hampi. 


Depicted on the inner wall of the 
prakara of Hazararamaswamy temple, 
Hampi. 


Depicted on the outer wall of the 
Hazararamaswamy temple, Hampi. 


da 


= do = 
Depicted on a pillar in the 
kalyanamandapa of Vitthalaswamy 
temple, Hampi. 

- do ¢ 


Depicted on the outer wall of the 
Hazararamaswamy temple, Hampi. 


13. 


14.6 
75. 


76. 


TT. 
78. 


19 6 


80. 


Bile 
82 


83. 


84. 
85.6 


B6. 


87. 


88. 


89» 


90. 


Govardhana 
giridhari 


Venugopala 


Venugopala 


Balakrishna 


Buddha 
Kalki 


Kalki 


Venkatesa,. 


Venkatesa 


Venkatesa 


Venkatesa 


Lakshmi-Narayana 


Lakshmi-Narayana 
on Garuda 


Varadaraja story 


Varadaraja story 
Varadaraja story 


Vitthala 


Vithala 


Depicted on the cuter wall of the 
Hazararamaswamy temple, Hampi. 


eat See 


Installed in a Living temple of 
Venugopalaswamy temple, Timmalapura. 


Depicted on the outerwall of the 
Hazararamaswamy temple, Hampi. 


- do “”“e 


Depicted on a pillar in the kalyana= 
mandapa of Vitthalaswamy temple,Hampi. 


Depicted on a pillar in the ardha- 
mandapa of Hazararamaswamy temple, 
Hampic 


Exhibited in the Archaeological 
Museum, Kamalapura. Acc.No.037 8046. 


~do-, Acc.No. 0612. 


Depicted on a pillar in the kalyana= 
mandapa of Vitthalaswamy temple,Hampi. 


Exhibited in the Archaeological 
Museum,Kamalapura. Acc.No. O1772. 


~dao=—, Acc.No, 0665 & 0154, 


Depicted on a pillar in the kalyana~ 
mandapa of Achyutaraya temple,Hampi. 


Depicted on a pillar in the mukha- 
mandapa of Amman Shrine within the 
temple complex of Achyutaraya, Hampi. 


= do "e 
= do “~ 


Depicted on a Boulder near 
Kotilinga, Hampi. 


Depicted on a pillar in the kalyana=- 
mandapa of Vitthalaswamy temple,Hampi. 


91. Twenty-Four Forms-Depicted on a Boulder in a Rock 


of Vishnu Shelter near Kotilinga, Hampi. 
92, Bahubali Exhibited in the Archaeological 
Museum, Kamalapura, Acc.No.0766. 
93. Jaina Depicted on a Lalatabimba in a ruined 
Tirthanakara Jaina temple behind Elephant Stables, 
Hampi. 
94, Tirthanakara Depicted on a outerwall of Hazara= 


ramaswamy temple, Hampi. 


95. Tirthanakara Depicted on a adhisthana of 
Vitthalaswamy temple, Hampi. 


96. Mahavira Exhibited in the Archaeological 
Museum, Kamalapura, Acc.No.01424, 


97. Lakshmi-Ganesa = do =. Acc.No. 0179. 

98. Ganesa - do = . Acc.No. 0624, 

99. Nrittya Ganesa Depicted on a pillar in the south 
eastern entrance of Hazararamaswamy 


temple, Hampi. 


100. Nrittya Ganesa Depicted on a pillar in the mukha=- 
mandapa of Hazararamaswamy temple,Hampi. 


101. Nrittya Ganesa Depicted on the outer wall of bhoga~ 
mandapa of Vitthalaswamy temple, Hampi. 


102, Sasvikalu Monolithic state of Ganesa, 
Ganesa Hampi. 

103. Ganesa on Rat Depicted on a pillar in the mukha= 
mandapa of a Siva temple, Timmalapura. 

104, Karttikeya Depicted on a pillar in the mukha= 
mandapa of Hazararamaswamy temple,Hampi. 

105. Karttikeya Depicted on a pillar in the mukha~ 
mandapa of Underground Siva temple, 
Hampi. 

106. Karttikeya Exhibited in the Archaeological 


Museum, Kamalapura, Acc.No. O04. 


107. 


108. 


109, 
110. 
112. 
112. 
113. 


114. 


115. 


116. 


117. 


118. 


119. 


120. 


121. 


122. 
124. 


124, 


Karttikeya 


Bhairava 


Bhairava 
Bhairava 
Hanuman 
Hanuman 


Chaturbhuja 
Hanuman 


Vyakhyanamudra 
Hanuman 


Hanuman seated 
on a coild tail 


Yantrodharaka 
Hanuman 


Garuda 


Garuda 


Garuda 


Surya 


Surya 


Surya 


Surya 


Lakshmi 


Depicted on a pillar in the mukha= 
mandapa of Siva temple, Timmalapura. 


Exhibited in the Archaeological 
Museum, Kamalapaura. Acc.No.0754,. 


-~do-. Acc.No. 083. 
edo». Acc,No. O03, 
-do-. Acc.No. 0674. 
=do», Acc.No. O817. 


Depicted on a Boulder near 
Kotilinga, Hampi. 


Depicted on a pillar in the 
Vitthalaswamy temple, Hampi. 


Depicted on a pillar in the 
Hazararamaswamy temple, Hampi. 


Depicted on a Boulder, converted into 
a Living temple, near Kodandarama 
temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura. Ace.No,0632. 


-do-. Acc.No. 0609, 


Depicted on a pedestal in the sanctum 
of Chandrasekhara temple, Hampi. 


Depicted on a pillar in the mukha- 
mandapa of Vitthalaswamy temple, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura.Acc.No. O752. 


~do=. Acc.No. 01638. 


Depicted on a Boulder near 
Kotilinga, Hampi. 


Exhibited in the Archaeological 
Museum, Kamalapura. 


425. Lakshmi Depicted on a pillar in the 
Hazararamaswamy temple, Hampi. 


126. Gaja-Lakshmi Depicted on a lalatabimba in the 
Hazararamaswamy temple, Hampi. 


127. Mahisamardini Exhibited in the Archaeological 
Museum, Kamalapura. Acc.No. 0763. 


128. Mahisamardini =la= AcceNo. 0129, 
129, Mahisamardini edo=- Acc.No. O724. 


130. Naga with 
Cradle #do= Acc.No. 0147. 


131. Entwined Naga @do=- Acc.No. 01068. 
132. Nagini -do= Acc.Na, 0252. 


133. Nagini holding Kept in the reserve collection in 
sword & shield the Archaeological Museum, Kamalapura. 


134, Plaster Cast 
Figures of 
Krishnadevaraya 
and his queens 


Displayed at the main entrance of 
the Archaeological Museum, 
Kamalapura. 
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PUBLISHED MATERIAL ON VIJAYANAGARA HISTORY FROM EARLIEST 


1. 


So 


60 


To 


6. 


Ti. 


12. 


13. 


14. 


1836 


1845 


1873 


1886 


1687 


1900 


1909 


1910 


1911 


1917 


1919 


1934 


1935 


1936 


Transulation of Various Inscription found 
among the Ruins of Vijayanagara, By.Wilson, 
H.H., ASiatic Researches. 


De,lLes Ruien of Vijayanagara By Warden,E. 


Archaeology of the Bellary District in 
Indian Antiquary No.2. By Kelsolli,J. 


Vijayanagara I, in Madras Christian College 
Magazine, Orignal Series 4 by Rea Alexander, 


Vijayanagara II, in Madras Christian College 
Magazine, Original Series By Rea Alexander. 


A Forgotten Empire=Vijayanagara, A Contribution 
to the History of India,By Sewell Robert, 
London. 


A Short Déscription of the City of Vijayanagara 
By Surendra Rao,B. Madras. 


A Guide to the Remains of Ancient Vijayanagara 
By Rao Bahadur, Mysore. 


The Remains of Vijayanagara, By Sdates,A.Ro, 
QJMS.Bangalore. 


Hampi Ruins=Described and Illustrations 
By Longhurst, A.H., Calcutta. 


Inscriptions of the Madras Presidency, 
Ed.By. Rangacharya,V. Madras. 


Social and Political Life in the Vijayanagara 
Empire, By Saletore,B.A.,Volo.l & II,Madras. 


An Image at Hampi, By. Srikantaiah, 5. 
QJMS, Bangalore. 


Vijayanagar Sex Centunary Commemoration Volume, 
Ed.By. Karmarkar,P., Uhard@ar. 


15. 1937 Town Planning in the Vijayanagara Empire 
By.Saletore,B.A.,Karnataka Historical Review. 


16. 1941 Never To Be Forgoteen - Hampi Ruins, By. 
Balasundaram,A.K., Anatapur. 


17. 1945 The Date of the Construction of the temples 
of Hazararamaswamy and Vitthalaswami at 
Vijayanagara, By.Venkataramanayyao No 
Journal of Oriental Research, Madras, 


18. 1946 Further Sources of Vijayanagara History, 
By Neelakanta Sastri, K.A., & Venkataramayya, 
A., Madras, 


19. 1955 A History of South India From Pre=Historic 
Times To The Fall Of Vijayanagara, By. 
Neelakanta Sastri,K.A., Madras. 


20. 1958 Vijayanagara Paintings At The Virupaksha 
Temple at Hampi, By.Kotraiah,C.T Me, QUMS o>, 
Bangalore, 


21. 1960 Vijayanagara in The History & Culture of the 
Indian People, By Saraswati,S.K., The Delhi 
Sultanate, New=Delhi. 


22.6 1970 ‘Hampi? By Devakunjari,D.,A.S.1I.,New-Delhi. 


23. 1972 A Cave Linga of Hampi, By Kotraiah,C.ToM., 
JAHRS,72,parts —14. 


24, 1973 Adminstration & Social Life Under Vijayanagara, 
By Mahalingam, T.V.,Madras. 


25. 1978 The Vijayanagara Urbanity. Ed.By.Basavaraj,KoReo, 


Haspet. 2284 i 
Ylo 


26. 1978 The Town Planning of Vijayanagara, 1) 
Vasundhara Filliozat, Art & Architecture 
Research Paper (AARP),London,. 


27. 1981 The Great Ruins of the Ancient City at 
Vijayanagara=Inside and Outside, By Fritz & 
George Michell. 


28. 1981 Splendour of the Vijayanagara Empire=Hampi, 
By George Michell & Vasundhara Filliozat, 
Marg Publication, Bombay. 
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